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The Civilizations of the East 

Volume II: India 


T his volume is the second of the series planned as an in- 
troduction to the study of the arts in Asia, and is devoted to the 
Indian world, both Muhammadan and non-Muhammadan, in¬ 
cluding Farther India and the Malay Archipelago, but excluding 
Kashgaria and Tibet, which will find a place, with China, in Volumes 
III and IV of this series. 

The fact is that India, with the cultures which trace their origin 
to it, is a world apart, one of the three or four great centres of human 
thought. There have been an Indian aesthetic ideal and an Indian 
humanism of equal value to the world at large with the aesthetic ideal 
and the humanism of either the Mediterranean countries or China. 

To convey an idea of what this centre of culture was, I have given 
copious Illustrations and quotations from texts, as in the previous 
volume, or even more so. The mere juxtaposition of a page from the 
Lalitavistara with a relief from Amaravati, or of a stanza of the 
Gita Govinda with a Rajput miniature, will create the atmosphere and 
suggest the surroundings in which they came into being better than 
any dissertation. By such means as these I have attempted to call up 
a picture of Indian civilization, while referring my readers to an¬ 
other of my works for a history of facts and ideas. 

This volume could never have appeared but for the kindness of 
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MESSRS. VICTOR GOLOUBEW, FINOT, PARMENTIER, AUROUSSEAU, G. 
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VEVER, STOCLET, DOUCET, LOO, PHILIPPE STERN, JEAN BUHOT, 

mehta, ananda coomaraswamy, gangooly, and the directors of the 
Archaeological Survey of India and of the British Museum, to whom 
I owe the illustrations which lend interest to these pages. I offer them 
my thanks and hereby inform my readers that in order to study the 
subject more fully, they have only to refer to these gentlemen’s pub¬ 
lished works or collections. For the rest, the author of the present 
sketch has had no other ambition than that of stimulating his readers 
to pursue their studies of Indian aesthetics further under the guidance 
of the masters mentioned above. 
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CHAPTER I 


Buddhist and Brahman India 


ORIGINS of INDIAN CIVILIZATION: 

PROBLEM OF THE RELATIONS 
BETWEEN INDIA AND CHALDEA 

I N THE first volume of the present work we made some 
reference to the prehistoric civilization of the Indus t alley. This 
civilization, we may remember, goes back to the aeneolithic age 
that is to the time when copper, and afterwards bronze, were appear¬ 
ing side bv side with stone. The two sites upon which remains of it 
are well vouched for, Harappa in the Punjab and Mohenjo-Daro m 
Sind, would seem to go back as far as to the end of the fourth or the 
beginning of the third millennium, B.c. According to the first hypothe¬ 
sis of Sir John Marshall, director of the Archaeological Survey of 
India the three cities at Mohenjo-Daro, remains of which have been 
found one above the other, probably date, the first from about 3300, 
the second from about 3000, and the third from about 2700, B.c. The 
solid foundations of the two sites point to a people long since organ¬ 
ized for purposes of town life. 1 This people bred cattle and produced 
cotton textiles, as well as a pottery with black paintings on a red 

ground and a glazed blue and white faience, while copper utensi s 

xx: 

Report of 1924-5, Plates X\II-XXV1, liepori 
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and instruments have been found with its flint weapons. But what in¬ 
terest us most here are the stone, ivory, or earthenware seals which 
it has left behind it in hundreds, as well as others of bone and vari¬ 
ous compositions. These seals have inscriptions in a pictographic 
writing which is still very near to hieroglyph, together with figures of 
animals (Fig. I). 1 These animal motives have been compared with 

those on the Chaldean cyl¬ 
inders. But, apart from the 
fact that the writing on 
them is different from the 
cuneiform script, the ani¬ 
mals represented belong for 
the most part to the fauna 
of India: the zebu, the ele¬ 
phant, the tiger, and the 
rhinoceros. This alone 
would suffice to prove that, 
though it may have had 
some contact with the neo- 
Figure 1 lithic civilization of Meso- 

Seal from Mohenjo-Daro. potamia — and, indeed, was 

“ D 'l SfflXSKJ $1S Ph h h °™ d to have done so — 

the civilization of Mohenjo- 
Daro was none the less an indigenous one. Possibly, however, we 
may tiy to explain the artistic affinities which have been pointed out 
between Mohenjo-Daro and Chaldea by certain previously existing 
racial affinities. Up till quite lately, we must admit, such a hypothesis 
would have appeared to be devoid of all foundation; but it may be 
les^ hazardous since Monsieur P. Rivet’s recent theory of curious 
similarities of vocabulary between the Sumerian of primitive Chaldea, 
on the one hand, and the southern Asiatic (Austro-Asiatic) and 

1 Ibid., 1923-4, PI. XIX; 1924-5, PI. XXII, XXVIII; and 1925-6, PI. XXXII. 
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Oceanian languages on the other, to which latter group belongs the 
tongue spoken by the Munda, or primitive tribes of India — espe¬ 
cially since Monsieur Przyluski inclines to regard these Munda as 
the former masters of the Indo-Gangetic region. 1 

We may further note that the discoveries of the last few r years en¬ 
able us to mark a series of stages on the way between the Indus and 
Mesopotamia. At the opening of Vol¬ 
ume I w 7 e mentioned the painted vases 
with geometrical or leaf-shaped mo¬ 
tives found by Sir Aurel Stein and 
Mr. Hargreaves in Baluchistan and 
Seistan," and the affinities between 
these and the painted vases of 
Mohenjo-Daro on the one hand, and 
the pottery at Anau and Susa on the 
other. We have now to call attention 
to the rock-carvings found by Pro¬ 
fessor Ernst Herzfeld in 1928 at 
Kurangun, in the district of Mama- 
seni, in the Persian province of Fars, 
and at Sarpul-i Zohab, near Qasr-i 
Shir in. These reliefs, one of which, 
in particular, represents a king and 
his attendants in an attitude of adoration before a pair of divinities, 
have a decidedly Sumerian appearance, and Professor Herzfeld has no 
hesitation in attributing them to the same date as that which Sir John 



Figure 2 

Capital at Sarnath. 

- Photo, Archaeological Survey 
of India 


1 It should, however, be pointed out that the racial types in the sculptures of Mohenjo- 
Daro are not at all of the Sumerian type. See the excellent reproductions, in Philippe 
Vogel: Annual Bibliography of Indian Archaeology for 1925 (Leiden, 1928), PL III (stone 
bearded head, and stone bearded statue finished in stucco and painted). 

2 See Fred. H. Andrews: “ Painted Neolithic Pottery in Sistan Discovered by Sir 
Aurel Stein/ 5 Burlington Magazine, December 1925, p. 304 (with plates); H. Hargreaves: 
Memoirs of the Archaeological Survey of India, No. 35, Excavations in Baluchistan, 1925 
(Calcutta, 1929); Archaeological Survey of India, Report, 1925-6, PL XIII-XV (excava¬ 
tion at Nil, Baluchistan, by Mr. Hargreaves). 
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Marshall suggested formerly for the palmy days of the civilization 
represented by Mohenjo-Daro: about 3000 B.c. 1 After such discov¬ 
eries as these, the distance between the Sumerian world and the civi¬ 
lization of the Indus valley tends to diminish, at least spatially. They 



Figure 3 

Elephant from a capital at Sarnath. 

From a photograph by the Archaeological Survey of India 


are no longer two isolated points. The gulf which used to separate 
them geographically is daily being filled up. 

Again, in connexion with the comparison which has been instituted 
between the Sumerian and the so-called Austro-Asiatic languages, 
we may mention the discovery at Mohenjo-Daro of a charming cop- 

1 Herzfeld in Illustrated London News, November 19, 1927 pp 905 9^6* Mav 25 
1929, p. 892; June 1, 1929, pp. 942-5. ’ ~ J 
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per statuette representing a nude dancing-girl, a work whose austere 
elegance and movement are not without some analogy with certain 
qualities of Melanesian art. 1 

Taking yet another point of view, perhaps it may be possible to 
establish a few points of similarity between the representations of 
animals at Mohenjo-Daro and those of the earliest school of lodo- 
Aryan sculpture — the Maurya school. The earliest specimens of this 
sculpture, as we shall see, are the capitals of Aloha's pillars, among 
them that of Sarnath, dating from the third century B.c. Now, if we 
compare the animals'—zebu, elephants, etc. — of Sarnath, or even 
those of the gates at Sanchl, dating from the first century B.C., with 
the corresponding beasts at Mohenjo-Daro, it becomes hard to banish 
all idea of a distant relationship between them. Do not the seals of 
Mohenjo-Daro already display one of the essential merits of classic 
Indian art — that is, a naturalistic treatment of animals character¬ 
ized by a wonderful breadth and flexibility? Similarly, an alabas¬ 
ter statue has been found on the same site, of a fabulous beast, part 
ram, part bull, part elephant, or an exquisite little earthenware 
statuette of a seated monkey, which may well foreshadow the whole 
art of Indian animal sculpture, from the capitals of Asoka to the 
ratha of Mavalipuram. Or, again, what power of synthetic construc¬ 
tion — another eminently Indian quality — is to be seen in two statu¬ 
ettes reproduced by Sir John Marshall: a terracotta buffalo and an 
earthenware mastiff! 2 Lastly, the jungle life that we shall soon ad¬ 
mire at Sanchi is already apparent on the seals of Mohenjo-Daro, 
on which w r e see, now a huntsman stalking a tiger from a tiee, with 
the beast turning on him, now a rhinoceros attacking two natives. It 
is true that if the chronology at present established is correct, more 
than fifteen centuries separate the aeneolithic age in India from 
Maurya art. But, though the intermediate links in the chain are 

1 See Annual Bibliography of Indian Archaeology for the Year 192/, Kern Institute, 
Leiden, 1929, PL II. 

2 See Archaeological Survey of India, Report, i.92o-6,Pl. XXIX, XXXII, andXXX\ III. 





Figure 4 

Great stupa at Sanchi, north gate. 

— From a photograph in the archives of the Musee Guimet 






Figure 5 

Great stupa at Sanchl, east gate. 
— Archives of the Musee Guimet 
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missing, does it necessarily follow that all idea of relationship must 
be set aside? The technique of seal-engraving must have been lost 
after the arrival of the Aryans and the fall of the urban civilization 
of the Indus valley; moreover, no trace is left of the earliest works of 
Aryan India — the minor arts of the ivory- or wood-carver — so that, 
as soon as the Indians had learnt from the example of the Greeks how 
to render in stone the reliefs formerly carved in ivory or wood, we 
find works which attained perfection at a single bound. But this very 
fact, viewed in the light of the finds at Mohenjo-Daro or Harappa, 
prompts us to ask ourselves whether we are not here faced with a 
phenomenon similar to that which presents itself in the ^gean region, 
where the ancient pre-Hellenic culture, destroyed by the Indo-Euro¬ 
pean invaders, was afterwards incorporated by them in the Greek 
civilization. 1 

As for the dating of the antiquities of Harappa and Mohenjo-Daro, 
the essential piece of evidence is still the stone seal in the Baghdad 
Museum catalogued as No. 1822. This seal, which was found at Kish 
(Tell-el-Uhaimir), in Traq, and bears an intaglio of decidedly “ pre- 
Aryan ” workmanship, representing an animal of the bovine tribe, 
together with pictographic characters which are likewise “ pre- 
Aryan,” was undoubtedly brought to Chaldea from the Indus. The 
ticket in the Baghdad Museum dates it “ about 3200 b.c.,” and the 
Museum officials remind us that this object was found in a very 
archaic deposit, belonging to pre-Semitic, Sumerian Kish. None the 
less, so experienced an archaeologist as Monsieur Watelin wonders 
whether the seal w r as really found in situ , and had not slipped down 
from a more recent deposit and was not really brought from the Indus 
to Chaldea about the time of the third dynasty of Ur (between 2470 
and 2360). And, again, Monsieur Alfred Foucher has judiciously ob¬ 
served that if, as is possible, the pre-Aryan civilization of the Indus 

1 Ramaprasad Chanda: Survival of the Prehistoric Civilization in the Indus Valley , 
N°. 41 of the Memoirs of the Archaeological Survey of India (Calcutta, 1929). 
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valley was destroyed by the arrival of the Aryans, it might perhaps 
be well to assign a later date to the later years, at least, of this civi¬ 
lization, bringing it down to the time of the Aryan invasion — that is, 
towards the beginning of the first millennium. Such a suggestion would 
enable us to explain, in case of need, the possible affinities between 
the pre-Aryan art of the Indus valley and archaic Indo-Aryan art. 1 


ARYAN INDIA: THE VEDIC POETRY 

The new-comers, the Indians of historic times, formed, with 
their brothers the Iranians, a distinct group of the great Indo-Euro¬ 
pean family — the Indo-Iranian or Aryan group. The language of 
the Indians and that of the Iranians in their most archaic form — 
that is, Vedic Sanskrit for the Indians and Avestic and Old Persian 
for the Iranians — had close affinities which permit us to assume a 
long period of existence in common between them. 

When the Indians, to whom we shall now refer by their Sanscrit 
name of the Aryas, came down from Iran into the Indo-Gangetic 
plain at a date which has been approximately assigned to about the 
end of the second millennium B.c., they had to wrest the countiy from 
indigenous races still represented on Indian soil toda\ and belonging 
to two races: the Dravidians, who continue to form a dense mass of 
population in the Deccan, and the Mundas, who were subsequently 
confined to a few districts of central or eastern India. In these sur¬ 
roundings, wTiich were so different from their Iranian fatherland, 
and in the midst of peoples of a different race, the Arvas seem to have 
formed an exclusive society. In spite of inevitable mixtures of race, 
the chief preoccupation in the Vedic texts seems to have been with 
that anxiety for racial purity which is no more than the instinctive 


* Cf Ramaprasad Chanda: The Indus Valley in the Vedic Period , No. 31 of Memoirs 
of the Archaeological Survey of India (Calcutta. 1926): Ananda Coomaraswamy: 
“Archaic Indian Terracottas” (in the Museum of Fine Arts, Boston) m the review 
Ipek, 1928, pp. 64-T6. 




Figure 6 

Sanchl, north gate, detail. 
Archives of the Musee Guimet 
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defence of the conqueror against the slow process of retaliation on 
the part of the conquered masses. The three classes of Aryan society 
— the Brahmans or priests, the Kshatriyas or warriors, and the 
Vaisyas or husbandmen — had to create an impassable gulf be¬ 
tween themselves and the non-Aryan populations. Little by little an 
equally deep gulf was to appear within this Aryan society, too, with 
the creation of the exclusive castes. The Brahmanical caste in par¬ 
ticular acquired a position of importance unknown to any sacerdotal 
class in the ancient world. 



Figure 7 

Sanchi: Jataka of the six-tusked elephant, 
— Archives of the Musee Guimet 


For material reasons, the sacred books of the Brahmans, or P edas , 

which were handed down orally from generation to generation, could 
not have been written down before the sixth century, for writing in 
India was of Aramaean origin and was most probably introduced at 
the time of the domination of the Achasmenid Persians in the Punjab. 
Nevertheless, in view of the archaic character of their language, it 
may be supposed that the Vedas, in the form of a mass of oral tradi¬ 
tions, go back to the first half of the first millennium B.c. They are, 
in the first place, liturgical texts, collections of hymns, and sacrifi¬ 
cial formulas — the sacrifice consisting of an offering to the gods of 
milk, honey, cakes, and a drink made of the fermented juice of the 




14 


THE CIVILIZATIONS OF THE EAST 


soma. This means that the Vedas are by no means lacking in arid 
liturgical formalism. None the less, passages are to be found in them 
of fine poetry — an ample poetry, full of colour, with a grand im¬ 
agery like that of the Homeric poems. 

The gods to whom these hymns were addressed, and whom the 
earliest Aryas brought with them from Iran, were, as might be ex¬ 
pected of a pastoral and still half-nomad race, celestial or atmos¬ 
pheric divinities who are still somewhat vague in outline. 



Figure 8 

Sanchi: adoration of the bodhi-tree by the animal kingdom. 
— Archives of the Musee Giiimet 


In the first place, the sun under its different names — Aditya, 
Surya, Savitri, or Vishnu. — 64 With thy light,” runs one of these 
old nature hymns, 44 thou dost cover the earth which beareth mankind, 
thou dost flood the heavens and the vast air, and thou lookest upon all 
that doth exist. Seven tawny-haired mares draw thy chariot, 0 
dazzling Surya; thy beautiful hair is crowned with rays of light, thou 
god who seest all things! ” With Surya were associated Ushas, the 
dawn, and the Asvins or celestial riders. The dawn inspired the Vedic 
bards with accents of a moving freshness: 44 She hath come, the white, 
the radiant one, with her shining calf, and the sable goddess hath 
yielded up her throne; Dawn and Night, the immortal sisters who 
follow one upon the other, proceed on their way, and the one doth 
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extinguish the other. . . . The shining one who leadeth the glad 
songs of youth, she hath shone, the brilliant one, and thrown open to 
us the gates. She hath caused the changing world to rise, she hath 
found wealth for us. The dawn hath awakened all things that exist. 
She hath revealed herself, the daughter of heaven, radiant, young, 
and clothed in brightness. . . . Thou who dost reign over all the 
treasures of the earth, do thou, 0 Dawn, with thy rays bring us hap¬ 
piness this day! . ■ • They have gone hence, those mortals who saw 

the first glow of dawn, and, lo, they approach who shall see the shin¬ 
ing of dawns to come! ... The goddess Dawn hath shone for ever 
throughout the past and shall shine for ever upon the days that are 
to come. Immortal, ever young, she doth advance according to hei 

own law. . . . Arise, the breath of life hath come to us: let the dark¬ 

ness retreat! The light doth advance. She hath yielded her path to 
the sun’s course. We have reached the turning at which life is pro¬ 
longed. Today, 0 generous one, bring with thee in thy rays life and 
prosperity to him -who doth sing thee, and unto us all! ” ( Rigveda ). 

Of a similar nature was Varuna, god of the heavenly ocean^or 
starry firmament, who, as such, looks upon all human actions: 0 
Varuna,” runs the hymn to this cosmic divinity, “ the wind is thy 
breath, which stirs the air. In thee doth repose the immensity of the 
earth and of the heavens. 0 Varuna, in thee are all the worlds; Thy 
happy light doth see the lovely forms of heaven and of earth come 
into being around it.” Indra, god of the thundering sky, who, hidden 
in the storm-cloud, commands the atmosphere, is more anthropomor¬ 
phic in character: “ He appears, and the mountains, sky, and earth 
have trembled with terror. All the forests shudder at his passage.” 

In fact, Indra soon became a warrior god, the protector of the 
conquering Aryas in their struggle against the natives of the country; 
he was the “ King Indra ” represented in Indian iconography as 
covered with jewels, wearing the royal turban or the tiara, armed 
with the thunderbolt (vajra), the disk (chakra), the ax (tanka) and 



Figure 9 

Sanchi, north gate, detail. 

— Archives of the Musee Guimet 
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elephant-goad (ankusa ), and mounted on the white elephant. It was 
his victory over the serpents Ahi and Vritra. ravishers of the clouds 
and demons of drought, that restored the fertilizing rains to the 
parched earth: 64 Indra with his thunderbolt hath smitten Ahi,” sings 
the \ edic hymn. He hath poured forth the waters upon the earth and 
loosed the torrents of the celestial mountains. He hath smitten Ahi, and 
the waters, like cows running towards their byre, are returning to the 
river.” And elsewhere, addressing the sacred Gangetic rivers, the poet 
cries: 44 Indra hath granted unto you the rushing movement that ye 
did desire, and ye advance towards the great reservoir as though 
borne on a car; side by side, rolling your swollen waters, each of 
you, 0 beautiful ones, doth address the other. ... I will proclaim 
for ever the great feat of Indra; he hath cloven the serpent in twain, 
his lightning hath burst the dikes, and the waters have poured down, 
eager for flight! ” 

Among the companions of Indra should be mentioned the Maruts 
and Rudra, gods of the whirlwind and dispensers of rain: 4 ‘ The 
Maruts press the clouds like a breast, they milk them amid the roar 
of the thunderbolt. . . . Like wild elephants they uproot the for¬ 
ests when their ruddy steeds are harnessed to their chariot.” And in 
another passage: 44 The bellowing bull of the flood pours forth the 
seed of life to the plants. He blasts both trees and demons; the uni¬ 
verse trembles beneath his heroic arm-, and the innocent man shud¬ 
ders as the roaring giant smites the sinners. As the horses bound be¬ 
neath the whip which guides them, lo, his-moist messengers announce 
his coming, and he is heard afar off, like the roaring of a lion, as the 
god takes form in the rain-bearing cloud. The winds rush forth, the 
lightnings fly, the plants upraise their heads, the sky is swollen. 
Abundance pours forth for all living creatures when the god sheds 
his sap upon the earth. . . . Roar, 0 god, thunder and engender 
life, drive across the heavens in thy chariot heavy with downpours, 
drawing the open water-skin whose mouth is hanging over us, level 



Figure 10 

Sanchi. north gate, detail. 
Archives of the Musee Guimet 
















the slopes and the hollows. Tip up the great bowl; let it be emptied 
out in torrents unrestrained, flood both heaven and earth with rich 
moisture, and make a good watering-trough for die kine ” ( Rigveda ). 
This powerful nature-poetry, rich with the sap of the tropical earth, 
explains by what process Rudra, the father of the Maruts, and god 



Figure 11b 

Sanchi, west gate: adoration of the bodhi-tree by the elephants. 

— Archives of the Musee Guimet 

of the forests, afterwards, under the name of Siva, became the sym¬ 
bol of cosmic force, of tellurian and generative forces, the animating 
principle of Hindu pantheism. 

Even the gods of the sacrifice, the sacerdotal gods, assumed a 
naturalistic aspect under the breath of the Yedic poetry. For such 
was the importance of the Vedic sacrifice that its elements were 
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proclaimed divine and adored in themselves. This is what happened to 
Agni, the altar fire, and Brahma, the magic formula recited by the 
officiating priest. It is true that the sacrificial origin of Agni was 
never to be entirely forgotten, for the iconography of later days repre¬ 
sents him with two heads, symbolizing the Brahmanical fire and the 
fire of the domestic altar, and with four arms, bearing the sacrificial 
implements — the ax for cutting the wood, the torch for kindling the 
fire, the fan for fanning it, and the spoon for casting the offering upon 
it. None the less, this god, whom the Brahmans had raised to a posi¬ 
tion of equality with the atmospheric divinities, ended by becoming 
confused with them, and in the first place with the divine fire. Does 
not the flame of the morning sacrifice seem to call for the return of 
light and the awakening of nature? “Agni has awakened to meet the 
dawn, the glittering one, the priest and guide of great sages. Kindled 
by pious hands, sending forth his light to a distance, he has thrown 
the gate of darkness open wide. Agni, the object of our worship, has 
grown in stature through the praises, the poetry, and the melodies of 
the singers; delighting in the thousand aspects of the eternal order, 
he, our messenger, has shone at the break of dawn ” ( Rigveda ). 

A little later, in the Samaveda, Agni, the fire, was to be celebrated 
as the essential principle of the universe, by the same process of rea¬ 
soning as that of the old Ionian philosophers: “ The god with the 
golden germ appears. He is new-born, and already he is master of 
the earth. He fills both heaven and earths To what other god should 
we offer sacrifices? He gives life and strength. All beings, all gods, 
are subject to his law. Immortality and death are but his shadow. 
His greatness is in these snow-covered mountains, this ocean with 
its waves; and the heavenly regions are his two outstretched arms. 
By him heaven and earth, the whole of space, the whole firmament, 
have been firmly established. It is he who has poured forth the waters 
through the air. Earth and heaven, made stable by his care, have 
thrilled with the desire to look upon him, while Surya is shining in 
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the east. When the great waters came, bearing in their womb the germ 
of universal life and giving birth to Agni, then did the soul of the 
gods, the one and only soul, come to life. He sees them with pride 



Sandhi: capital from the east gate. 
— Archives of the Musee Guimet 



round about him. He alone is god above all gods! ” The Mahabharata 
was afterwards to address the sacrificial fire, now become the univer¬ 
sal force, in like terms: “ 0 Agni, thou art the soul of the winds, thou 
art the substance of the young growing shoots; the waters are thy 
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seed . ^ * a. ^ w 

^het: ‘I“ up the waters of the earth with thy beams; 
C by the rains which thou dost pour te* in them « 

Then are all things born 
of thee anew: the twining 
plants, the green foliage, the 
lakes, the favoured reser¬ 
voir of the waters, the whole 
of that moist palace subject 
to Varuna.” 

Innumerable secondary 
i gods throng about these 
principal divinities. In the 
first rank come the asuras, 
a very ancient category of 
divinities, once the equals 
of the devas enumerated 
above, but now reduced to 
the position of Titans hostile 
to the gods, and soon to as¬ 
sume the character of de¬ 
mons. Next come the ap- 
saras, the changing clouds 



Figure 13 
Sanchl: yakshinl from the east gate.. 
_ photo. Archeological Survey of India 


w ho developed into celestial courtesans, prompt to serve the secret 
designs of the gods by their charms. In the same category is , 

the god of desire and of love, who is represented as armed with flow¬ 
ery arrows and riding on the back of a parrot. In a different^ 
are the four Lokapalas or kings of the heavens and guardiansjof the 
world, with their tribe of genii, among whom are Kuvera or Vaisra- 
vana, king of the region of the North, having under his command the 



B U DDH 


1ST AND BRAHMAN INDIA 


„kshus, good or bad good endowed «h 

Virudhaka king of the South, having under his ordem the pot bellied 

gnomes called kumbUnia; Dhritarash.ra, king of 

over the gauiharms or celestial mundane; and lastlv, \i.upak.ha, 

king of the ^ cst, luling 
over the nagas, or genii with 
magical powers, who live in 
watery palaces in the depths 
of lakes and appear some¬ 
times in the form of ser¬ 
pents, sometimes as men 
whose heads are crowned 
with a hood of cobra’s heads 
(cf. Fig. 62 and 65) . 2 In 
Indian mythology the leg¬ 
endary adversaries of the 
nagas are the garudas, gi¬ 
gantic birds which are gen¬ 
erally represented with hu¬ 
man heads, having the heak 

of a bird: the subject of a —- FlGunE u 

garuda carrying off a nagi, ^ . ;iIfronl the ,. ast gate; back view, 

or female ndga, occurs re- 1- Archives of the Musee Gurnet 

peatedly in Buddhist and ; t)ie kimnaras, who are 

arrived wuc } Sep also Ananda Coomaraswamy 

i o ee Fir, 147; also the yakshufi in Fi 0 . Tq 6 (Washington, 1928.!. 

?S^tf ndu iesen " ^ Ar( iLondon 
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early date speculative ideas made their appearance, which had al¬ 
ready reached full development in the Upanishads, a sort of philo- 
sophico-religious meditations appended to the sacred text of the 
Vedas towards the seventh and sixth centuries b.c. In these new re¬ 
ligious works we find a dogma formulated which had hitherto been 
unknown, but was henceforth to dominate all Indian creeds with¬ 
out exception: the dogma of transmigration — that is, of endless re¬ 
incarnations of living beings in fresh mortal forms, each time deter¬ 
mined by the good or bad conduct of the dead man in the course of 
his last existence. At the same time the Upanishads developed a spir¬ 
itualist monism in which the essence of the soul is taken as identical 
with the very essence of the universe —that is, of the Godhead. The 
term by which this universal divine substance is referred to is the 
word Brahma, applied in primitive times to the ritual words of 
the officiating priest at the sacrifice. From the same term was subse¬ 
quently derived a special sacerdotal god, Brahma, whom we shall 
find represented in Indian sculpture with the lock of hair and water- 
pot of the Brahmans. 

As far back as this remote period, in fact, the Indian soul revealed 
its tendency towards mysticism. In the course of their speculations 
upon the conceptions of the Upanishads or kindred ideas a great num¬ 
ber of Brahman ascetics, or yogis, as they were called, renounced the 
things of this world and retired to the depths of the forest, there to 
give themselves up to meditation and to find in the depths of their 
own hearts a means of escape from the endless vicissitudes of trans¬ 
migration (cf. Fig. 63 and 149-150). It was such a state of mind as 
this that gave rise to Jainism and Buddhism. 

We shall not dwell at any length upon Jainism here. The historic 
founder of this creed, Vardhamana, known as Mahavira, the “ Great 
Hero,” seems to have lived in the eastern part of the Ganges basin 
etween 600 and 528 B.c. 1 His doctrine was an ascetic one: the soul, 

1 See A. Coomaraswamy: Catalogue of the Indian Collections in the Museum of Fine 
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defiled by contact with the world, can only attain salvation by turning 
in upon itself. The Jains formed a religious order practising poverty, 
chastity, and charity towards all beings. Their ethical code was char¬ 
acterized by a scrupulous respect for every form of life, however 
humble: this is the doctrine of 66 non-violence ” or ahimsa, which is 
still found in our day — for instance, in the teaching of Gandhi — 
and that w r e shall also see developed in Buddhism. 

THE LIFE AND LEGEND OF THE BUDDHA 

The BUDDHA SAKYAMUNI LIVED IN THE EASTERN BASIN OF THE GANGES 
between about 563 and 483, b.c., according to the most probable 
approximate dates arrived at by present-day specialists; but his story 
has come down to us wrapped in a veil of legend. These legends are, 
however, most beautiful, so that we hardly know what to admire in 
them most — the outward poetry of the myths which form their sub¬ 
ject, or the more intimate and tender beauty of the Buddha’s own 
teaching. Now they relate the fabulous adventures of a charming 
prince, a being more than half divine, the hero of the most wonder¬ 
ful of Indian tales; now w r e hear the gentle', grave, and infinitely hu¬ 
man words of a wise man very near to ourselves. 1 

According to this creed, Buddhas are men of more than human 
sanctity, who, by myriad acts of devotion performed during thou¬ 
sands of successive existences, have at last acquired merit to attain 
to the highest knowledge, as earnest of their definitive deliverance 
or nirvana. Pending this time, they are bodhisattvas, or “ beings of 
wisdom,” candidates for Buddhaship, preparing in paradises of 

Arts, Boston , Vol. IY, Jaina Paintings and MSS. (Boston, 1924), pp. 5-17, Life of Ma- 
havlra and other Jinas. 

1 For the iconography of the life of the Buddha, see: Foucher: IJArt greco-bouddhique 
du Gandhara , Vol. I, pp. 290-599; N. J. Krom: The Life of Buddha on the Stupa of 
Barabudur, according to the text of the Lalitavistara (The Hague, 1926; with 120 reproduc¬ 
tions). 





Figuive 16 
Sanclii, east gate, detail. 
Archives of Ihe IMusee (luimel 
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beatitude for their last incarnation. Thus the future Buddha Sakya- 
muni, while spending his transitory penultimate existence, “ adored 
by those who are adored,” in the heaven of the Tushitas, or blessed 

gods, one day became 
aware that the hour of his 
last transmigration had 
arrived. Before leaving 
heaven he summoned the 
assembly of gods and 
genii to instruct them in 
the Buddhist Law and pre¬ 
sent to them his successor 
among them, Maitreya, the 
Buddha of the ages to 
come. As a result of the 
inquiries made by the gods 
with a view to a country 
and family for the Bud¬ 
dha’s incarnation, their 
choice fell upon the family 
of King Suddhodana, of 
the house of the Sakya, 
which reigned at Kapila- 
vastu, on the borders of 
Oudh and Nepal. In all 
India there was no more 
valiant or wiser rajah than Suddhodana. As for his wife, Queen 
Maya, she was the incarnation of all the Indian canons of beauty 
(cf. Fig. 13, 33, 51, 54, 55, 70, 71, 78, 79, 85, 88, 89, 101): 
“ Young and in the flower of her years,” says the Lalitavistara , “ her 
beauty was consummate. Her hair was of the lovely hue of the 
black bee, her feet and hands were delicate, she was soft to the 


Figure 17 

Buddha: schist relief from Gandhara. 

— Louvre (Fonds Foucher). Archives of the 
Musee Guimet 
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touch as a garment from Kasilindi. Her eye was as limpid as the young 
leaf of the blue lotus. Her firm arms were arched like the rainbow. 
Her lips were red as the fruit of the bimba. Her teeth were white as the 
flower of the sumana (jas¬ 
mine) . Her belly was 
curved like a bow, she had 
a deep navel, and her 
hips were softly spread¬ 
ing, firm, and rounded. 

Her thighs, smooth and 
well formed, were like the 
trunk of the elephant, her 
legs like those of the ante¬ 
lope. The palm of her 
hands and the sole of her 
feet were like the juice 
of the rosy lac. She was 
the pearl among women, 
singled out by her superior 
beauty.” 

The moment the bodhi- 
sattva chose the house of 
King Suddhodana and 
Queen Maya for his rein¬ 
carnation, the whole of na¬ 
ture made demonstrations 
of joy. Hundreds of birds 
settled upon the roofs and terraces of the palace, from which their 
song could be heard. The trees burst into bloom and the water- 



Figure 18 

Head of Buddha, c. first century a.d. 
— Musee Guimet, Clemenceau donation. 
Photo, Gauthier 


pools were covered with wondrous lotus-flowers. Queen Maya, warned 
by a grave presentiment, retired to the women’s quarters and 
abandoned herself to meditation. It was now that the bodhisattva 


Figure 19 

Bodhisattva of Shahbaz-garhi. 
Louvre , Fonds Foucher. Photo, Giraudon 
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descended into her womb (Fig. 107), coming down in the form 
of a baby elephant (the baby elephant has the same position in 
Indian iconography as our amoretti and cherubs have in classi¬ 
cal art) — a little elephant 64 as white as snow and as silver, hav¬ 
ing six tusks, a head the colour of cochineal, beautiful feet, a splen¬ 
did trunk, and teeth like a line of gold, the most beautiful of all ele¬ 
phants, with a graceful gait and joints as firm as adamant.” Sculpture 
was to popularize the scene of the descent of the elephant bodhisattva, 
borne in a palankeen by a throng of deities (Fig. 39), and the scene 
of the incarnation, with Queen Maya stretched on her couch, sur¬ 
rounded by the four guardians of the heavens — the four Lokapalas 

(Fig - 37) - 

When the time for the birth of the bodhisattva arrived, his mother 
betook herself to the park of LumbinI, at the gates of the city of 
Kapilavastu. And there, in the attitude popularized by sculpture, 
standing erect, and holding in her right hand the branch of an asoka- 
tree, she gave birth to the bodhisattva, who issued forth from her right 
side and was received in the arms of the gods Indra and Brahma, the 
supreme gods of the Vedic religion and of Brahmanism respectively, 
who had hastened to the spot to greet the infant. 1 Two naga kings, 
Nanda and Upananda, showed the upper part of their bodies in the 
heavens and caused two streams of water to appear, one cold and the 
other hot, to enable Indra and Brahma to give the new-born infant its 
ritual bath. The child took possession of the world by advancing seven 
steps towards each of the four cardinal points." “ At that moment all 
beings felt the pores of their skin thrill with pleasure. The musical in¬ 
struments of both gods and men sounded without being touched, and 
trees of all seasons were covered with flowers. Gently caressing breezes 
began to blow, bearing perfumes of every kind from the country of 
the gods.” 

The young prince received the name of Siddhartha. The chariot 
1 Cf. Vol. IV. Fig. 176. 2 Cf. Vol. IV, Fig. 177. 
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bearing him returned to Kapilavastu, drawn by a train of apsaras, but 
seven days after his birth his mother. Queen Maya, died of happiness 
and departed to be reborn among the gods. Her place was taken by her 

sister Mahaprajapatl, one 
of the most noble figures in 
Buddhist legend. A little 
while later the greatness 
of the new-born child was 
prophesied by the Buddhist 
Simeon — in this instance 
a Himalayan ascetic, the 
holy old man Asita, who 
prophesied for him the 
glory of a world-ruler 
(chakravartin ), or, if he 
preferred the way of renun¬ 
ciation, the career of a 
Buddha. He pointed out to 
those present the physical 
signs by which a Buddha is 
known, which were already 
visible on the infant’s body 
— the only ones that we 
need remember, on account 
of their iconographical im¬ 
portance, being the ush- 
nisha, a protuberance of the 
skull (or, rather, a topknot 



Figure 20 
Head of a bodhisattva. 

- Louvre, Fonds Foucher. Photo, Giraudon 


of hair arranged for the convenience of wearing the royal turban), 
the urna, or tuft between the eyes of wool as white as snow, and 
the mark of the Wheel of the Law (chakra) on the soles of the feet 
(cf. Fig. 104). Indeed, when, in accordance with the customary 



usage, the bodhisattva was led to the temple by his parents, the statues 
of the Vedic and Brahmanical gods prostrated themselves before 
him, chanting the following verses: 6b It is not for the Menu the king 


of the mountains, to bow 
before the grain of mustard 
seed, it is not for the Ocean 
to bow before the water held 
in the hoof-mark of a cow, 
it is not for the moon or the 
sun to bow before the fire¬ 
fly: and how should he that 
possesses wisdom bow be¬ 
fore the divinities? ” Let us 
remember this last trait: 
though the Buddha is no 
god, though he is but a hero 
beyond compare, a 64 lion 
among men,” the gods 
themselves are his inferiors 
and definitely subordinate 
to him. 

After the cycle of legends 
connected with his child¬ 
hood come those relating to 
his youth. When Siddhartha 
was taken to school, he as¬ 
tonished his master by his 
inborn knowledge. It seems, 



Figure 21 

The Buddha of the Great Miracle. ^ 

_ Musee Guimet: Hackin archeological mission 

to Patava , 19M, Photo, Gauthier 


moreover, that, even as r 

early as this, the bodhisattva had, as it were, a presentiment o 
the Illumination. One day, relates the poet of the Buddhachanta 
while he was watching the husbandmen working in the fields, as tie 
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saw the young grass torn up and scattered by the plough, covered 
with the eggs and young ones of the insects that had been killed, he 
was overcome by a deep sorrow, as though he had witnessed a massa¬ 
cre of his own people. And, seeing the husbandmen with their faces 
marred by the dust, the wind, and the scorching sun, this noblest 
among men was filled with the most profound compassion.” He seated 
himself in the shade of a jambu-tree (rose-apple tree) and for the 
first time meditated upon the universal suffering. His father, how¬ 
ever, sent to seek him, and at last he was found: the sun was now sink¬ 
ing towards the horizon, but the shadow of the rose-apple tree had 
not moved, and continued to protect the divine youth. 

The time now arrived when a wife had to be found for Siddhartha. 
They wanted one who should be perfect, “ neither frivolous nor rash, 
clothed in the garment of modesty, doing good deeds, as kind to her 
slaves as to herself, knowing the sacred books as a courtesan does, the 
last to go to rest arid the first to arise.” All the young girls in the 
country were passed in review before the prince, but only one an¬ 
swered to the -description quoted above: the beautiful Gopa. Gopa’s 
father, doubting whether Siddhartha, who had been softly bred in 
the life of the palace, possessed the virile qualities of a true kshatriya, 
insisted that he should be subjected to various tests of swordsman¬ 
ship, boxing, archery, etc. From this contest Siddhartha emerged 
victorious, having distinguished himself as being the only one capa¬ 
ble of drawing the giant bow of his heroic ancestor (Fig. 108). 
The princess Gopa was therefore given to him in marriage, accom¬ 
panied, according to the royal custom, by a numerous suite of sec¬ 
ondary wives. 

The life of the bodhisattva among the delights of the women’s 
quarters is delineated for us with equal complaisance by the pious 
historians of the Lalitavistara. and by the sculptors of Amaravatl 
and BdrSbudur (Fig. 29 and 109). “ The young prince reposed upon 
his bed, while lovely women delighted him with strains of softest 



t 
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music played by instruments of every kind.” But in the midst of this 
band of women the lion among men was pensive. The voice of the 
flutes and the lutes already said to him that “ the union of the three 
worlds is an unstable one — unstable as the clouds of autumn; the 

birth and the death of living 
creatures are like scenes in 
a play. The life of a living 
being passes by like a moun¬ 
tain torrent, or like a flash 
of lightning across the sky.” 
Warned of these thoughts, 
his father, King Suddho- 
dana, was careful that no 
spectacle of human sorrow 
should meet his eyes; and 
so, when one day Siddhar- 
tha had to go to the royal 
park, the sick and the infirm 
were removed from his 
path. But such was the will 
of the gods that, lo, in 
despite of the royal com¬ 
mand, the young man came 
upon a decrepit old man, a 
sick man, and a corpse, one 
after the other — all sym¬ 
bolical encounters which 
were a brutal reminder to him of the vanity of pleasures and the 
falseness of a princely life. The bodhisattva then went and besought 
his father to let him embrace the monastic life (Fig. 110). The mon¬ 
arch, who had based the hopes of his race upon Siddhartha, had re¬ 
course to every means that might change the course of his thoughts. 



Figure 24 
Statuette from Hadda. 

-Musee Guimei. Godard mission. Photo, Pivot 
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His orders to the women s apartments were as f„ii , 

, . , . I otlows: never for 

an instant to cease the music and singing; all nl^ao, , 

x , . , . , , 8 treasures and sports 

were to be continued without a pause; the women m,„ t ,, , . 

~ . . -i i , . llus t exert all their 

iemimne seductions and enchain the young prince h \\ 
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r igure 25 

Greco-Buddhist plaster head from Hadda. 
— Musee Guimet; Barthoux mission, 1924 
Photo, Gauthier 


might be thrown over his mind and he should not depart as a wan¬ 
dering monk” (cf. Fig. 29). Thus speaks one of our sources, the 
Lalitavistara. But the poem of the Buddhacharita is better informed 
and tells us how Suddhodana once again sent his son into the park 
filled with dancing-girls: “ Behold the god of love, behold Kama in 
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person,” they murmured on seeing his arrival. Curious and with 
wide-eyed admiration they gathered round him, and saluted him with 
their smooth hands, like the cups of the lotus-flower. By the King’s 
instructions, Udayin, a friend of his childhood, encouraged them to 

- exert all their fascinations. 
Some, wreathing their 

arms round Siddhartha 
like twining plants, sought 
to hold him by force; 
others, whether carelessly 
or feigning to be almost 
carried away by their 
transports, allowed the 
gauzy draperies which 

veiled their youthful forms 
to slip aside; others swung 
their tempting forms on the 
branches of the mango- 

trees; and, lastly, yet an¬ 
other sang in the prince’s 
ear the song of the forest, 
.. , ,, full of furtive desires and 

Plaster head from Hadda. of the emanations of the 

— Musee Guimet; Barlhoux mission. spring. But his conscious- 

Photo , Gauthier . p n 

ness oi the vanity ot ail 
things now rendered him insensible to these blandishments, and he 
returned to the palace, resolved to abandon the world. 

One night, while the harem slept, Siddhartha sat up on his bed and 
beheld all these women in the abandonment of sleep. Their limp 
, bodies had lost their accustomed grace. “ The sight of them lying 
strewn here and there, thus transformed, suggested to his mind the 
idea of a cemetery ” (Fig. 30). He crept away stealthily, summoned 
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his groom, Chandaka, and sent for his horse, Kanthaka, the finest 
charger in the royal stables. At this point the Buddhacharita places 
in the mouth of the bodhisattva the most touching address to his faith¬ 
ful steed; for a long time he stroked the noble beast, explaining to 

him what he expected of r ........__. . .. . . . ..,___ 

him, and the importance of • ? 

the part that he called upon , 
him to play in the salvation 
of the world. In vain did the 
groom, Chandaka, attempt j 
to dissuade his master: 1 
“ Whither goest thou, 0 
lion among men, with the ; 
long lashes and eyes as 
lovely as the petals of the 
lotus — thou who art like 
unto the full moon in au¬ 
tumn, white lotus that de- i 
lighteth in the moon’s rays, j 
with thy countenance as full j 
of grace as the newly- f 
opened flowers, thou who 
hast the brilliance of pure 
gold and of the luminary Figure 27 

of night, of the diamond Woman carrying a chauri (fly-fan). School 
° ’ of Amaravati, second century. 

and of the lightning, thou — Musie Guimel. Archives of the Musee Guimet 
who hast the gait of an ele¬ 
phant at play, thou who hast the bearing, the splendid bearing of the 
bull, and of the king of beasts and of the swan, — whither goest 
thou? ” But the bodhisattva pointed out to him the necessity of his 
mission; and the gods, who abetted his designs, took care to put to 
sleep the guards who watched at the gates of Kapilavastu. These gates 


Figure 27 

Woman carrying a chauri (fly-fan). School 
of Amaravati, second century. 

- Musee Guimet Archives of the Musee Guimet 
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opened of their own accord before the divine company, while the four 
Lokapalas, or kings of the four regions of the heavens, laid their 
hands beneath the hoofs of the horses to deaden all sound. 

Once outside the city, the good horse Kanthaka devoured the miles. 
Once they had passed the frontiers of the kingdom, the bodhisattva 
dismounted at the edge of a forest. He handed over to Chandaka his 
gold necklaces and ornaments; then he bade farewell to the weeping 
groom and also to the horse, which licked his feet, overcome with the 
same emotion. Taking a sword, he cut off his hair and threw it up 
into the air, where it was gathered up by the gods (Fig. 111). 1 All 
that the bodhisattva now lacked was the garment of a hermit: so a 
god appeared, disguised as a wild huntsman, and exchanged his poor 
rags for the fabrics of Benares worn by the fugitive. The prince 
Siddhartha had disappeared, and all that remained was one ancho¬ 
rite among the many anchorites of the forest — the monk Gautama, 
as he was henceforth to be called, or Sakyamuni, “ the ascetic of the 
tribe of Sakyas.” 

The bodhisattva lived in several hermitages, one after the other, 
and especially in one near the town of Vaisali, with the anchorite 
Arata, whose disciple he became. But the teaching of this master did 
not satisfy him, so he once more started out on the eastward road, 
and arrived at the land of Magadha (southern Behar). He visited the 
capital of the country, Rajagriha, where he begged alms like the 
mendicant monks, and where the king, Bimbisara, did homage to him 
and assured him of his protection. He next arrived at the village of 
Uruvilva, and beheld the river Nairanjana, “ with its pure waters and 
fine flights of steps, adorned with trees and groves and surrounded on 
all sides by pastures and villages.” The bodhisattva was pleased with 
this landscape with its absence of extremes. “ In truth,” the texts 
represent him as saying, “ this spot upon earth is level and pleasing 
and tempts one to linger; it is well suited to a king’s son desirous of 
1 See also Vol. IY, Fig. 178. 


Figure 28 

The assault of Mara. School of Amaravatl, second century. 
— Musee Guimet. Photo, Gauthier 
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renunciation” — remarkable words which seem to reveal a sense 
of moderation in the historical Buddha and a subtle communion with 
the beauty of things which is more akin to the mentality of a Socrates 
or a Plato than to certain excessive conceptions of the Hindu 
mind. ... 

Yet it was here that the bodhisattva, surrounded by five disciples, 
set to work .to practise terrible austerities for six years. Seated mo¬ 
tionless with crossed legs, and having reached the last degrees of ex¬ 
haustion, he was like a skeleton. The gods themselves feared for his 
life, and his mother, Maya, hastened down, weeping, from heaven. 
But the bodhisattva set her mind at rest, for he had now realized the 
fruitlessness of these austerities and knew that the way of salvation 
was not to be found in them. Renouncing asceticism and the mechani¬ 
cal practices of yogism, he resolved to pursue truth by means of the 
intellect, by restoring to his mind the physical support which was in¬ 
dispensable to it. He therefore took the milk and rice prepared for 
him by a pious young girl named Sujata in the neighbouring village 
(Fig. 114), and refreshed his weary limbs in the Nairanjana (Fig. 
115); upon which his five disciples were scandalized and left him. 
For his part, he wended his way towards Bodh-Gaya, where grew 
the Tree of Wisdom (bodhidruma), the sacred fig-tree beneath whose 
shade was to be enacted the vital scene of the Buddhist gospels. 

The bodhisattva — and with regard to the following events the 
documents are particularly precise — seated himself at the foot of 
the tree on a handful of freshly mown herbs (Fig. 116) strewn upon 
a seat which had miraculously risen from the ground in this spot. 
And now began the sublime meditation, the issue of which was to be 
the salvation of the world. The Buddhist devil Mara (a form of Kama, 
the god of love and of death) tried to prevent the happening of that 
which was to bring about the ruin of his own power (Fig. 28 and 
117-118). Accompanied by all his hosts, he attacked the bodhisattva 
as he sat meditating beneath the Tree of Wisdom. The Lalitavistara 
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lingers lovingly over the description of these hideous monsters, which 
the Buddhist monuments of India and Turkestan were to reproduce 
faithfully in accordance with its accounts. 1 Gathered in a howling 
rout round the Blessed One, they hurled at him a cloud of missiles, 
including even whole mountains, but as these approached him, they 
were transformed into celestial canopies and garlands of flowers. 
The demons also darted forth jets of poison and flame from their 
eyes and mouths, but this ring of .fire was checked in its course and 
hovered like a crown of light round the bodhisattva, who now called 
heaven and earth to witness the excellence of his effort by the act 
known as the bhumisparsa , or touching of the earth: immediately the 
ground opened and the Earth appeared down to his middle and did 
solemn homage to him. 

Terror having proved fruitless, Mara had recourse to other weap¬ 
ons. He sent his daughters, who tried all their seductive wiles upon 
the bodhisattva, singing to him as follows: “Friend, let us rejoice. 
Lo, the time has come of the most lovely, the most charming of sea¬ 
sons, the season of spring, the joy of both women and men, when the 
trees are in bloom, and everything is filled with flocks of birds. Be¬ 
hold these flowering trees with their young branches, upon which the 
kokil-birds sing and the bees hum. Come, abandon thyself to pleas¬ 
ure upon the earth, where grows the greensward, soft, rich, and thick, 
in the woods haunted by a host of fairies. . . . Thy body is fair and 
graceful, and we were created to give pleasure to gods and men: to 
this end do we exist. Arise now swiftly and enjoy thy fair youth.” 
Their silky hair, the Lalitavistara goes on to say, was drenched with 
heavy perfumes, their faces were artfully painted, their eyes were 
lovely and as large as the petals of a full-blown lotus. And the tempt¬ 
ing voice went on: “ Behold them, lord, they are lovely and have no 
thought save of love. Behold, 0 lord, their firm breasts, high-placed 
and rounded, the three captivating creases at their waist, and their 
1 Cf. YoL III, Fig. 220; VoL IV, Fig. 27. 


The sleep of the women. School of AmaravatT, fourth century. 
— Musee GuimeL Photo , Gauthier 
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broad hips with the graceful contours. Their thighs are like the trunk 
of the elephant, their arms cannot be seen for their bracelets, their 
waist is adorned with a glittering girdle. Look upon them, 0 lord, 
they have the grace of the swan and sweetly speak the language of 
love which goes to the heart, and, more than all this, they are most 
expert in divinely voluptuous pleasures. Look upon them, 0 lord, 
they are thy slaves. . . .” The bodhisattva triumphed over this at¬ 
tack, as over the rest, and a little while afterwards, when the three 
daughters of Mara made a last effort to seduce him, he turned them 
into three decrepit old women. ✓ 

Having triumphed over temptation, the motionless bodhisattva, 
still seated at the foot of the tree, concentrated his thoughts upon uni¬ 
versal suffering and the means of abolishing it. His glance embraced 
the whole universe. He beheld the endless cycle of rebirths, pro¬ 
longed to infinity, from the infernal regions and the world of ani¬ 
mals up to the gods themselves, throughout all eternity. And all birth, 
all life, all death was pain. 66 Then, while his thought was thus concen¬ 
trated, in utter purity, in the last watch of the night, when the dawn 
appears, at the moment of the beating of the drum,” the bodhisattva 
attained to the possession of wisdom. Going back over the chain of 
causes, he discovered that the cause of all suffering is the longing for 
existence, which is based upon our false conceptions of thought, the 
ego, and the material world. Hence, to do away with the longing for 
existence, by abolishing its intellectual causes, would mean the aboli¬ 
tion of suffering. . . . Such was the inward Illumination, the revela¬ 
tion of perfect wisdom (bodhi), by which the bodhisattva at last be¬ 
came a supreme Buddha. 

After the Illumination the Buddha remained by the tree for yet 
another four weeks. During the fifth week a terrible storm devastated 
the country. But a king of the Nagas, Muchilinda, appeared in the 
form of a giant serpent and coiled his body beneath that of the 
Buddha, thus raising him above the flood, while with his hood, formed 



Figure SI 

Marble relief of the school of Amaravatl, 
fourth-fifth centuries. 

— Masee Guimet. Archives of the Musee Guimet 
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of seven heads, he sheltered the head of the Blessed One against the 
hurricane — a scene which we shall often find reproduced on Bud¬ 
dhist monuments, especially in the Khmer art of Farther India (Fig. 
152 and 153). 

The Buddha was now in possession of the treasury of truth; but 
his consent was necessary that it might be poured out upon the world. 
The gods Brahma and Indra came and begged for it in the name of 
all creatures. He therefore started upon his preaching, or, to use the 
words of the records, “ he set in motion the Wheel of the Law 
(dharmachakra).” He first betook himself to Benares, where, in the 
Deer-park (Mrigadava ), he found the five disciples who had once 
abandoned him, and converted them (Fig. 11). It was before them 
that he delivered the “ Sermon of Benares,” which has been called 
the Buddhist Sermon on the Mount. The Master’s words were as fol¬ 
lows: “ There are two extremes, 0 monks, which should be avoided: 
there is the life of pleasure, which is base, ignoble, opposed to the 
intelligence, unworthy, and vain.\And there is the life of austerities, 
which is miserable, unworthy, and vain. The Perfect One, 0 monks, 
has remained far from these two extremes and has discovered the 
way which passes in the midst, which leads to rest, to knowledge, 
illumination, and nirvana. . . . Behold, 0 monks, the holy truth 
about pain: birth, old age, sickness, death, and separation from that 
which one loves — these are pain. And behold the origin of pain: 
it is the thirst for pleasure, the thirst for existence, the thirst for that 
which is evanescent. And behold the truth about the abolition of pain: 
it is the extinction of this craving by the annihilation of desire.” 

Here we undoubtedly have one of the discourses which can be at¬ 
tributed to the Blessed One with the greatest probability. In other 
sutras of the same order the Buddha further said: “ I have come to 
satisfy the ignorant with wisdom. Alms, knowledge, and virtue — 
behold the possessions which do not fade away. To do a little good is 
of more worth than to accomplish difficult works. If one desired to 
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Figure 32 

Miracle of the infuriated elephant. Amaravatl, c. third century. 
— Madras Museum. Photo , Golouhew 
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understand how great is the fruit of alms-giving, one would not eat 
one’s last mouthful of food without having given of it to others. The 
perfect man is nothing unless he spends himself in benefits to living 
beings, unless he consoles those who are abandoned. . . . My doctrine 
is a doctrine of pity; that is why the happy ones of the world find it hard. 
. . . The way of salvation is open to all. The Brahman came forth 



Figure 33 

Scene of adoration. Amaravati, c. third century. 
— Madras Museum. Photo , Goloubew 


from the womb of a woman even as the chandala (outcast) to whom he 
closes the way of salvation. . . . Annihilate your passions as the 
elephant overturns a hut made of reeds; but know that he who be¬ 
lieves that he can flee from his passions by establishing himself in 
the shelter of a hermitage is deceiving himself. The only remedy 
against evil is sane reality.” 

This doctrine was really that of universal charity. In it charity 
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took the place of the complicated practices of Brahmanical ritualism. 
It took the place of everything and was everything: “ There is a sac¬ 
rifice,” said the Master, “ that is easier than milk, than oil, and than 
honey: it.is alms-giving. Instead of slaughtering animals, let them 
go free. May they find grass, water, and cool breezes! ” For Buddhist 
pity embraced the universe. It brooded over all suffering. More 
tears have been shed than the waters that are in the great ocean. And 
later: “ Just as the great sea, 0 disciples, is filled with one savour 
alone, that of salt, so this doctrine is filled with but one savour, that 
of deliverance.” There is a charming parable attributed to the Buddha 
which is symbolical of this “ misereor super turbas (My heart is 
filled with pity for the multitudes) ”: “ Imagine, 0 disciples, in the 
forest, on the flank of a mountain, a great hollow and a pool near 
which live a great herd of wild beasts. And, lo, a man comes seek¬ 
ing to harm these beasts. He closes up the way by which there is a 
good, safe passage and in its stead opens up a marshy path. And 
thus, 0 disciples, the troop will perish. But, 0 disciples, a man is 
coming who seeks the good of the herd. And he is opening up the way 
of safety.” This man was none other than the Buddha himself. 

The first five disciples of the Deer-park did not long remain the 
only ones. They were soon joined by sixty monks, and thus the 
Buddhist Order was founded. The monks wore the yellow robe and 
the tonsure. They observed the vows of obedience, poverty, and chas¬ 
tity. Distinctions of caste were abolished among them: Just as the 
rivers, 0 disciples, on reaching the ocean, lose their former names 
and now bear but one name, that of the ocean; even so, 0 disciples, 
the four castes now bear but a single name within the Community.” 
They had to practise patience and preserve their cheerfulness under 
the worst insults. If evil persons insulted a monk, he was to say: 
“ They are good, they are very good, for they do not strike me.” If 
they struck him, he was to say: “ They are good, they are very good, 
for they do not kill me.” And if they killed him, he was to say: “ They 
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are good, they are very good, for they are only delivering me from 
this painful life, without harming my salvation.” 

Soon came the dispersion of the brothers: 46 Start out upon your 
way, 0 disciples,” said the Buddha, 44 for the salvation of many, for 
the happiness of many, for pity of the world, for the good of both 
gods and men.” As for the Blessed One, having thus set on foot the 
evangelization of India, he returned to Uruvilva. There he met three 
Brahman anchorites, the brothers Kasyapa, whose sacrifices were 
being disturbed by a demon in the form of a serpent. The Buddha 
exorcized the serpent, and the three Brahmans were converted. The 
eldest, Maha Kasyapa, was to become one of the leaders of the Com¬ 
munity. The Buddha and his new converts next betook themselves 
to the capital of the Magadha, Rajagriha, where King Bimbisara be¬ 
came a lay member of the Community and presented the Blessed 
One with the site of the first Buddhist monastery, the Park of Bamboos 
(venuvana)) at the gates of his city. This was the prototype of the 
monasteries described in the Buddhist Scriptures: 44 Not too far from 
the city and not too near to it, easily accessible, not too full of stir by 
day, silent at night, far from the tumult and press of men, places of 
retreat and resorts propitious to solitary meditation.” Here the 
Blessed One was joined by two new and famous disciples, Sariputra 
and Maudgalyayana. 

Their pure hearts were filled with a tranquil kindliness and a child¬ 
like joy: 44 We live in perfect joy, without enemies in a hostile world. 
In perfect joy do we live who own no property. Gaiety is our food, 
as it is that of the radiant gods.” This state of mind was accompanied 
by a deep feeling for nature: 44 Sure of my goal, without haste, I 
mean to enter into the charming forest, the haunt of fiery elephants. 
In the blossoming forest, in a cool mountain grot, I mean to bathe 
my body and to walk alone, with no companion, in the vast and 
charming forest. . . . When the storm clouds beat their drum in the 
heavens, when torrents of rain fill the ways of the air, and the monk 





in a hollow of the mountain abandons himself to meditation, there 
can be no higher joy. On the banks of the rivers decked with flowers 
and crowned by the variegated garland of the forests, he sits in joy¬ 
ous meditation. There can be no higher joy.” And later on, apropos 
of the same theme, comes the following call to solitude: “ When, ah, 



Figure 37 

Conception of the Buddha. School of Amaravatl. 
— Madras Museum. Photo, Goloubew 


when shall I live in a cave and be filled with the intuition of the insta¬ 
bility of all existence? When shall I live in joy among the moun¬ 
tains, a sage in my garment of rags, in my yellow robe, calling noth¬ 
ing my own, devoid of desires, annihilating both love and hate? The 
places that are crowned with the thorn-bush of the kareris and filled 
with the pattering of the rain, where the elephants lift up their voice, 
the peacock’s cry resounds, and the wdse men wander, these charm¬ 
ing spots fill me with contentment. . , 
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While the Buddha was going from town to town and from monas¬ 
tery to monastery organizing his Community on the banks of the 
Lower Ganges, far away in his native city, near the terai of Nepal, his 
father, old King Suddhodana, sent him message upon message ask¬ 
ing to see him once more before he died. Now that his work was se¬ 
cure, the Buddha acceded to this request. He went to Kapilavastu and 
saw his family again. At Kapilavastu, indeed, as everywhere else, he 
insisted upon begging his food. He treated his father with infinite 
gentleness, and his own wife Gopa too, whose praiseworthy behaviour 
since their separation was thus rewarded. 1 He made the acquaintance 
of his son fiahula, who had grown up in his absence and was now ad¬ 
mitted into the Community. Nanda, the brother of the Buddha, also 
became a /monk, though a little against his own inclination. The 
Buddha lured him to his abode by a pious stratagem, kept him there, 
and gave him the tonsure, in spite of his memories of his charming 
wife. Nanda’s regrets and the consolation, both affectionate and ironi¬ 
cal, which were lavished upon him by the Buddha form one of the 
most lively displays of wit in the Scriptures. The Buddha was after¬ 
wards to return once more to Kapilavastu, this time through the air, 
to be with his father when he breathed his last. Nor did he forget the 
mother w r ho had died in giving him birth, but transported himself to 
the heaven of the thirty-three gods in order to teach her the Law. 
On this occasion he remained for three months in heaven. His return 
to earth down a staircase of precious stones has frequently been rep¬ 
resented on Buddhist monuments, and notably in the paintings of 
Tibet. 2 

After his journey to his native city the Buddha had returned and 
taken up his residence in Magadha, where he received a visit from 
a celebrated figure in the Scriptures, the rich merchant Anatha- 
pindika, a native of SravastI in the kingdom of Kosala (Oudh). 

1 See the delightful fresco of the Buddha’s return to his home, from the antechamber 
to Cave XVII at Ajanta, in Havell: Indian Sculpture and Painting, Pl. XLVI-XLVIII 

2 VoL IV, Fig. 182. 


Figure 39 

Descent of the bodhisattva from heaven. School of Amaravati 
— Madras Museum. Photo t Golouhew 
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Anathapindika offered the Community the Park of Jetavana in this 
city, whose limpid pools, luxuriant verdure, and countless flowers 
Chinese pilgrims were still to admire many centuries later. It was at 
SravastI that the Buddha worked what is known as the “ Great Mira¬ 
cle ”: Prasenajit, king of Kosala, had organized a contest of miracles 
between him and three hostile ascetics, a scene which ended in the 
apotheosis of the Blessed One. He rose up into the air, “ attained the 



Figure 40 


Aihole. Vishnu-Narayana (who moves on the waters). 
— Photo, Archeological Survey of India 


region of light, and had no sooner reached it than lights of many 
colours issued from his body; flames leapt forth from the upper part 
of his body, and a shower of cold water rained down from the lower 
part of it” (Divyavadana ). Shortly afterwards he was seen seated 
upon a lotus created by the ndga kings, with Brahma on his right 
hand, and Indra on his left; next, by the magic of his omnipotence, 
he caused more lotuses to appear in incalculable numbers, which 
filled the heavens, each of them bearing within it a magic Buddha 





BUDDHIST AND BRAHMAN INDIA 


61 


like unto himself. . . . This too is a scene which frequently occurs, 
from the sculptures of Gandhara (Fig. 21) down to the paintings of 
Tibet. 1 

Among the disciples who 
devoted themselves to the 

Buddha about this time 
should be mentioned three 
of his fellow-countrymen, 
three young Sakya noble¬ 
men who left Kapilavastu 
and joined him at Magadha: 

Ananda, Anuruddha and 
Devadatta. Ananda, who 
was his cousin, became his 
most intimate companion — 
the “ Beloved Disciple ” of 
Buddhism. On the other 
hand, the envious and per¬ 
fidious Devadatta was to 
become its Judas Iscariot. 

With these young nobles 
there arrived a simple bar¬ 
ber, Upali, who afterwards 
% showed himself one of the 
lights of the Church. At the 
instance of Ananda, and in 
spite of his own repugnance, 
the Buddha ended by admit¬ 
ting nuns into the Community. The first of these was his aunt and 
mother by adoption, Mahaprajapatl. We may also mention another 



Figure 41 

Buddha of Sarnath, fifth century. 

— Photo, Archaeological Surrey of India 


1 See Foucher- “The Great Miracle of Sravasti,” in Beginnings of Buddhist Art 
(London 1917) pp. 184-204; J. Hackin: Sculptures greco-bouddhiques du kapisa s Pans, 
Monuments Rot. XXVIII, 1926). 
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holy woman, Prakriti the Matangi, whose story begins like that of the 
Woman of Samaria. She was the daughter of a pariah and was at a 
fountain when Ananda, the Beloved Disciple, asked her to give him 
some water to drink. She rightly objected, saying that she was an un¬ 
touchable : “ I am the daughter of a parish, reverend Ananda! ” “ I do 
not ask thee what is thy family or birth, my sister ; but if thou hast water 
remaining, give me some that I may drink.” The story, it is true, 
turned out otherwise than in the Gospel, for the Matangi fell in love 
with Ananda. She sought to draw him to her by spells, till one day 
the Buddha intervened and diverted the passion of the young girl 
towards spiritual ends, so that she became a nun. For the rest, though 
the Buddha preached chastity, we can find no trace of bigotry in him 
in this respect. Thus he accepted in a kindly spirit the offering of 
Amrapall, the Hindu Magdalen, a pious courtesan who presented the 
Community with the Park of Amravana in her city of Vaisall. / 
Thus the Buddha travelled through Oudh, Behar, and Bengal, 
preaching his doctrines and converting the masses. Genii and animals 
were as subject to him as men, and before the might of his benignity 
the malice even of the most evil creatures gave way. The naga (or 
dragon-king) Apalala was causing cruel floods in a valley of Gan- 
dhara, so the Buddha betook himself to that region, forced the dragon 
to come out of the lake where he concealed himself, and converted 
him. There was an even more cruel yaksha which was tormenting the 
city of Atavl, levying upon it a yearly tribute of human beings, which 
it devoured. The Buddha transported himself to Atavl through the 
air and reduced the monster to a gentler frame of mind (cf. Fig. 
147); the monuments of the school of Gandhara delight in showing 
the children who have been miraculously delivered from the power 
of the yaksha and are thanking their saviour. In the same way the 
Buddha converted the yakshini, or female monster, Hariti, which 
devoured little children, by hiding one of the ogress’s offspring in 
his alms-bowl, so that she at last understood the sufferings of a 


Gupta Buddha from Mathura, c. fifth century. 
— Mathura Museum . Photo , Archaeological 
Survey of India 
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mother, renounced her taste for human flesh, and became a sort of 
Madonna and protectress of childhood (cf. Fig. 84). 1 

Devadatta, the Buddha’s cousin, became jealous of his fame and 

plotted against his life in 
concert with Prince Aja- 
tasatru, the unworthy son of 
the pious king Bimbisara of 
Magadha: at the moment 
when the Buddha was pass¬ 
ing by with his disciples, 
an elephant, infuriated with 
alcohol, was let loose upon 
them, but the raging beast 
-was cowed by the gentleness 
of the Blessed One, stopped 
before him, and worshipped 
him (Fig. 32). The same 
thing happened to an infuri¬ 
ated buffalo in similar cir¬ 
cumstances. 

On another occasion a 
monkey appeared one day 
and offered a bowl of honey 
to the Buddha. In his joy at 
seeing his offering accepted, 
the animal cut such a caper 
that it killed itself and was immediately reborn in the body of a saint. 
Another time a child, who had nothing else to offer the Blessed One, 
innocently presented him with a handful of dust, a touching gesture 
which brought him such merit that in later days he was reborn in the 
body of the great Indian emperor Asoka. i 

1 See Foucher: “ The Buddhist Madonna,” in Beginnings of Buddhist Art, pp. 272-92. 



Figure 43 

Buddha from Dong-du’o’ng. 
— Photo, Golouhew 
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The King of Magadha, Ajatasatrn, who, by the advice of Devadatta. 

had for a time adopted a hostile attitude towards the Blessed One, 
was also touched by grace in the end. One October night, at the time 
of the full moon, in the sea- p——- - --- — - —j 


son when the lotus is in 
flower, the monarch was in 
a reverie on the terrace of 
his palace: “Of a truth,” 
he thought, “ this moonlight 
night is beautiful, of a truth 
this moonlight night is 
delicious. What sramana 
(Buddhist monk) or what 
Brahman ought I to listen 
to, that my soul may be re¬ 
joiced? ” He ordered the 
elephants to be got ready 
for himself and his queens, 
and paid a torchlight visit 
to the mango grove of Jl- 
vaka, where he listened to 
the Blessed One and was 
converted. 

By this time, however, the 
Buddha had reached the age 
of eighty and had been 



preaching his doctrines for 


Figure 44 


forty years. Feeling his end Buddha from Dong-duVng. 

, . , * i i — Photo , Ecole frangaise d'Extreme Orient 

approaching, he wished to 

see once more the monasteries that he had founded. He left Ra- 


jagriha and travelled northwards, followed by Ananda alone: I 
am old, Ananda,” he said, “ an old man who has reached the end 


- 92 . 
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of his path. Do you be a torch and a refuge unto yourselves. Let 
truth be your only guide.” He passed through VaisalT, where he 
begged alms in his accustomed fashion. In a solemn and noble dis¬ 
course he announced to his disciples his approaching end: 66 My ex¬ 
istence is almost at an end, the close of my life is at hand. I am going 
hence, but you will be left behind. Watch without ceasing and live 
always in holiness.” Sick and weary, he at last reached the region 
of Kusinagara, in the land of the Malla, where he had resolved to 
enter into nirvana . 

This sage, who desired the strings of the lute to be neither too slack 
nor too tightly drawn, expired gently. On the banks of the river 
Hiranyavatl, in a grove of sal-trees, he caused a bed to be made 
ready between two twin * trees, which immediately became covered 
with flowers. Ananda-Was in despair. With infinite tenderness the 
Buddha consoled him: 66 Do not complain, do not despair. From all 
that man loves a parting is necessary. How could it be, Ananda, that 
what is born and is subject to change should not pass away? But thou, 
Ananda, hast for long honoured the Absolute by thy tenderness and 
kindliness, joyfully and without feigning, without reserve, in thought, 
word, and deed. Thou hast done what is good, 0 Ananda! ” Before 
taking leave of the world he once more addressed Ananda, saying: 
44 It might be that thou shouldst think in this wise: 4 We have now no 
longer a master.’ This must not be, 0 Ananda. The doctrine that I have 
preached — behold your master when I shall have disappeared.” 
And he repeated: 44 Of a truth, 0 disciples, all that is created shall 
perish. Strive without ceasing.” These were his last words. 44 His 
spirit,” says a Buddhist catechism, 44 plunged into the depths of mysti¬ 
cal absorption, and when he had reached the point at which all 
thought, all ideas, die away and the consciousness of individuality 
ceases, he entered into the supreme nirvana . Before the gate of 
Kusinagara which opens towards the east, the nobles of the Malla 
burnt the body of the Buddha with royal honours.” 
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But the legend of the Buddha does not come to an end with his his¬ 
toric existence. Side by side with this, there is the whole cycle of his 
jdtakas — that is, his 64 births ” in the course of his previous exist- 



, r Figure 46 
Ajanta. Cave XVII. 

— Photo » Goloubew. By permission of Messrs. Van Oest 


ences. 1 The Buddhist Scriptures place the account of these jdtakas in 
the mouth of the Blessed One himself, something in the fashion of the 
Christian parables. Certain of them should, moreover, be borne in 
mind, not only on account of their profoundly poetical character, but 

1 See Binayehandra Sen: “Studies in Jatakas,” Journal of the Department of Letters, 
University of Calcutta, Vol. XX (1930). 
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(shaddanta jataka). In a previous existence the bodhisattva had 
been a king of the elephants, a white elephant with six wonderful 
tusks, “ like unto the roots of a water-lily.” One of his mates, being 
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jealous of another female in the herd, longed for vengeance; she al¬ 
lowed herself to die of starvation and was bom again in the body 
of a queen of Benares. This queen sent a hunter to slay the elephant, 
in order to gain possession of his tusks. The hunter, who had cun¬ 
ningly assumed the disguise of a harmless monk, discovered the di¬ 
vine elephant, “ like a walking mountain,” a little apart from the 
herd, near a pool covered with lotuses, and shot him with a poisoned 
arrow. The elephant’s pain was so great that he was on the point of 
killing his enemy; but he restrained himself and even prevented his 
herd from trampling upon the hunter. On learning what mission had 
been entrusted to the latter, he tore out his own tusks with his bleed¬ 
ing trunk and, quivering with pain, offered them to his tormentor; 
at this moment he died, and was reborn in the body of the future 
Buddha (Fig. 7). 1 

The story of the king of the deer belongs to the same type. This 
animal lived on the slopes of the Himalayas and was the leader of a 
herd numbering five hundred. The King of Benares sent beaters to 
surround the whole herd. The king of the deer waited upon him and 
obtained the liberation of the captives, on condition that every day 
he should send one deer to the shambles at Benares. It so happened 
that a hind with young was ? chosen to go to the slaughter. Presenting 
herself before the. king of the deer, she “ prostrated herself before 
him, kneeling down upon her forelegs, and said: 6 Only wait till I 
have fawned, and then I will give myself up without a regret. 9 ” 
Touched with compassion, the king of the deer took her place and 
offered himself up to the King of Benares, who, touched at such mag¬ 
nanimity, renounced his cruel tribute. And the story, as related in 
the Sutrdlamkara , ends with a few tender stanzas worthy of the leg¬ 
ends of St. Francis: “ All these forests and all these woods, all these 
springs and all these pools, I give them to the deer, and I forbid any 
man to do them harm.” 

1 Cf. A. Foucher: “The Six-Tusked Elephant,” in Beginnings of Buddhist Art, p. 185. 
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Further on we come to the story of the wise hare: “ And in another 
life I was a hare and I lived in a forest on a mountain. I fed upon 
herbs and plants, upon leaves and fruits, and I did no harm to any 
creature. We lived together — a monkey, a jackal, a young otter, 



Figure 48 
Ajanta. Cave II. 

— Photo , Goloubeiv. By permission of Messrs. Van Oesi 


and I. I instructed them in their duties and taught them what is good 
and what is evil.” One day a Brahman, or, rather, Indra disguised as 
a Brahman, approached the hare and asked it to provide him with 
food. Upon which it replied: “ ‘ A noble gift, a gift such as has never 
been given before, see what I am prepared to give you today. Collect 
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wood and light a fire! ’ When the wood began to burn, I sprang into 
the air and cast myself into the midst of the flames. Just as cool water 
calms the torment of heat in him who plunges into it, so this flaming 
fire calmed all my torments. Skin and flesh, bones and heart, all mv 
body with all my limbs, I gave it all to the Brahman.” Another 
version presents this jataka in rather a different form. The hare is 
the companion of an anchorite, when a year of drought comes. The 
springs are dried up, and, since the fruits which served as the ancho¬ 
rite’s food fail, he is about to abandon his monkish garb and return 
to the world lest he die of starvation. In order to save his friend’s 
body and soul at the same time, the hare then arrives at a heroic reso¬ 
lution. He salutes the anchorite and makes the following little speech 
to him: “ We animals have neither sense nor judgment. Pardon me, 
great ascetic, if I have committed any offence against thee!” — 
after which he leaps into the fire. But in this version the anchorite 
lifts him out of the flames, and'the gods are so touched that they send 
abundance of food to the two friends. 

Or, again, we have the jataka of the “'great monkey ” (mahdkapi 
jataka ). In this the bodhisattva is a king of the monkeys. The neigh¬ 
bouring prince causes him and all his subjects to he cut off in a mango 
forest where they are disporting themselves. The beasts are soon 
driven back to the banks of the Ganges. In order to escape and enable 
his subjects to escape also, the monkey-bodhisattva crosses the river 
with a mighty bound, bearing a bamboo rope passed round his body. 
He is thus able to set up a hanging bridge by which all his subjects 
cross over, while he himself falls a victim to his own self-sacrifice, 
his back being broken by those whom he has saved. 

The Sibi jataka is equally touching. There was once a charitable 
king, the King of the Sibis. In order to test him Indra assumed the 
form of a falcon pursuing a pigeon, or, rather, pursuing another god 
disguised as a pigeon — “a pigeon with a body blue as the firma¬ 
ment, and eyes like ruddy pearls.” Pursued by the falcon, the pigeon 




took refuge in the bosom 
of the King of the Sibis. 
The falcon came and 
claimed his prey on the 
plea of his own right to 
live, or, failing his prey, 
he demanded an equal 
quantity of freshly slain 
flesh. The King, by a sub¬ 
lime act of sacrifice, him¬ 
self cut off some flesh from 
one of his thighs. But, mi¬ 
raculous to relate, when 
the pigeon was placed in 
the balance, it always 
weighed heavier than the 
flesh in the other scale, so 
that the King was forced to 
put his whole body into 
the scale in order to save 
the animal. Then Indra 
revealed himself, and the 
King was afterwards rein¬ 
carnated in the body of the 
Buddha Sakyamuni. 

In the Visvantara ja- 
taka the spirit of self- 


Figure 49 
Ajanta. Cave I. 

— Photo, Goloubew. By permission of 
Messrs. Van Oest 


sacrifice is again carried 
to the sublimest pitch. Vis¬ 
vantara, or Vessantara, was 


a young prince in whom charity amounted to a passion. He pos¬ 
sessed a white elephant endowed with the magic faculty of inducing 
rain. A neighbouring monarch, whose land was afflicted with drought. 


demanded the animal. Visvantara 
gave it up, upon which his fellow- 
countrymen were enraged and de¬ 
manded that he should be pun¬ 
ished by his father, the King. The 
charitable prince was to be sent 
into exile with his wife MadrI, wdio 
expressed a wish to follow him, 
and their two children (Fig. 6 and 
35). 1 As they drove off on their 
w r ay, tw r o Brahmans demanded the 
horses which drew their chariot, 
and a third demanded the chariot 
itself; and he granted their re¬ 
quest. By dint of endless trials the 
exiled family at last reached the 
foot of the Himalayas, where they 
lived in a hut, w T ith the roots and 
fruit of vdld plants for their food. 
Touched with compassion, the very 
trees bent down their branches and 
offered their fruits to the two chil¬ 
dren of Visvantara and MadrI. 
But another Brahman presented 
himself and asked the father to 
give him his children as servants; 
and in spite of his own misery and 
their terror he gave them up. Next 
Indra, disguised as an anchorite, 
came and asked his wife of him as 
a slave; and again he consented. 
At last Indra revealed himself and 

1 Cf. Sir Aurel Stein: SerIndia, I, Fig. 
134, p. 517. 






Figure 51 

Ajanta. Pair of lovers from Cave I. 

— Photo, Goloubew. By permission of Messrs. Van Oest 



s future bodhisattva 
culously cured. The 
jtory of the infant 
fe, himself held out 
ry of the nagaraja 
erpent-king, instead 
laces as a genius of 







Ajaiita. Cave I. The “Beautiful Bodhisattva.” 

— Photo , Golouhew . By permission of Messrs. Van Oest 
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the waters, returned into the world of men in order to work out his 
salvation. He endured the tortures inflicted upon him by an ant-hill 
full of angry ants, and also those to which he was subjected by a 
serpent-charmer, until the day when his wife, the ncigi, or water- 







80 


THE CIVILIZATIONS OF THE EAST 


which extends even to animals and plants. It will be no surprise to 
us to find such a literature inspiring the tender naturalism of Sanchi 
and Ajanta. 



Figure 55 
Fresco from Sigiriya. 

— Copy in the Musee Guimel Photo , Pivot 


During the last existence of the Buddha, during his actual historic 
life, we can, moreover, distinguish a certain number of mythical 
personages who were subsequently to play as great a role as Sakya- 
ixiuni, especially in China. 1 First of all we have the familiar genius 
Vajrapani, a yakshci who devoted himself to Sakyamuni and con¬ 
stituted himself his faithful guardian from the time of his depar- 

i Cf. A. Toucher: Etude sur Viconographie bouddhique de VInde, Ecole des Hautes 
Etudes, Sciences Religieuses, Yol. Xlil, Pt. 2, 1905, pp. 22-102; Miss Alice Getty. 
The Gods of Northern Buddhism , Oxford, Clarendon Press, 1914, 2nd ed. 1928. 
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ture from home ” to that of his entry into nirvana. He is easily 
recognized on the monuments by his thunderbolt (vajra). In the 
Middle Ages he too was to become a bodhisattva —that is, a future 

Buddha. 

For Sakyamuni, the historical Buddha, was not to be the last of 
the Buddhas, any more than he had been the first of them. W e know 
the name of him who was to succeed him after this cosmic cycle: the 
bodhisattva Maitreya, the Messiah of Buddhism. 'We also know 
that instead of being born, like Sakyamuni. of a kshatriya house, 
Maitreya was to become incarnate in a Brahman family: hence the 
fact that his hair is braided into the Brahmanical lock and that he 
carries a water-pot, the insignia of the sacerdotal caster 

Other figures in the Buddhist heaven are the Dhyani-Buddhas 
— that is, the contemplative, or, if we prefer so to call them, the 
celestial Buddhas. The best known of these is Amitabha T* Infinite 
Light”), who reigns over a paradise of marvels, the "Land of the 
West” or 44 Blessed Land” ( Sukhavati ), a resort of beauty and 
virtue which the elect only leave to enter at will Into nirvana.' 
Among the Dhyani-bodhisattvas surrounding Amitabha, the first 
place belongs to Avalokitesvara, who is, moreover, a spiritual emana¬ 
tion from him (Fig. 126). Avalokitesvara, * 4 he who looks down 
from on high ” — also called Lokesvara, the lord of the w ox Id, 
or Padmapani, 44 the lord of the lotus ” — is, as his name indicates, 
a sort of pitying and compassionate Providence. 0 A single invocation 
of him, coming from a pure heart, would save those shipwrecked in 
a storm, or travellers attacked by brigands or wild beasts. He is rep¬ 
resented as a charming prince, wearing a high tiara-shaped head¬ 
dress, adorned with a figure of his spiritual father, Amitabha, and 
holding in his hand a pink lotus and a rosary. From Avalokitesvara 
is in turn derived his 44 Sakti ” — that is, the feminine embodiment 

i Cf. Vol. IV, Fig. 32. 

* Cf. Vol. IV. Fig. 33, 58. 

3 Cf Vol III, Fig. 204, 203, 209, 229, 233; Vol. IV, Fig. 26. 





Figure 56 

Temple of Lingaraja at Bhuvanesvara, ninth-thirteenth centuries. West view. 

Himalayan region (Fig. 53)/ We read of a descent which he made 

into the palaces of the Ocean, during which he converted the race 

of the ndgas. His attributes are the sword, the lance, and the blue 

lotus, and he rides upon a lion. Side by side with these truly divine 

beings, Buddhism has also a number of demi-gods: one of these is 

i Cf. Vol. IV, Fig. 166, 168, 169. 

= Cf. Vol. Ill, Fig. 224; Vol. IV, Fig. 9-10, 175b. 
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Panchika, the King of the yakshas , who In the popular form of the 
cult developed into the genius of riches, with the money-hag and 
the pike as his attributes; another is the corpulent Jambhaia, also 
a god of wealth, wiiose attributes are the citron and the mangosteen 
fruit. 1 

In the long run the historic Buddha was almost thrown into the 
background by this tribe of bodhisattvas and saints. A whole my¬ 
thology was built up, which the Master, perhaps, had not foreseen, 
but which should not be undervalued, for It provided the Oriental 
genius with delightful themes — motives of love and consolation, a 
whole world of dreams of unexpected aesthetic value, new r sources of 
inner life, and mystic nutriment for- the loftiest souls. A great hope 
ran through the Far East, no longer based upon the almost Socratic 
wisdom of the Buddha SakyamunI, but on the certainty of a radiant 
after-life, the “ Paradise of the West,” or Land of Purity, where souls 
of an unsullied wiiite will be born again after death in the mystic 
lotus. Beyond the confines of reality, tender, wondrous Images ap¬ 
peared in a luminous atmosphere of fine gold. Images winch still 
move us w T hen we think of all the human dreams and indomitable 
hopes for which they stand. 

THE EARLIEST BUDDHIST ART : MAURYA AND SUNGA ART 

In 326 b.c., a century and a half after the death of buddha, 
Alexander the Great, having subdued the Persian Empire, entered 
India and conquered the Punjab. The conquest was merely ephemeral, 
but had as its result one of the most important events In the history 
of India: the political unification of the country by the first great 
native dynasty, that of the Mauryas (322). 

Until about 185 b.c. the Mauryas reigned over the whole of the 
Indo-Gangetic plain, together with a part of the Deccan. The seat 

1 Bee Foucher: “The Tutelary Pair,” in Beginnings of Buddhist Art , PP* 146-84. 
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of their rule was the land of Magadha (southern Behar), the land 
of Buddhism par excellence, for with it were connected most of the 
memories of the monastic life of Sakyamuni. The first two Maurya 


emperors, it is true, Chandragupta and Bindusara, remained stran¬ 
gers to Buddhism, but their successor, Asoka Priyadarsm (274-237 
or 268-232), was converted to this religion and became a royal 
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his empire, which enable us to form an Idea of his moral qualities. 

They show us that the pious monarch succeeded in extracting from 
Buddhism a practical morality of value for humanity in general and 
acceptable to all. "Without entering into the question of dogma he en¬ 
joined upon his subjects the domestic and social virtues, humanity 
towards all creatures, the giving of alms to monks and to the poor, 
and pity for animals. He was himself the first to set the example of 
these virtues. Thus he founded hospitals for both man and beast. 

44 Every man,” runs one of bis edicts, 44 is my child. Just as I desire 
for my children that they may enjoy every kind of prosperity in this 
world and in the next, even so do I desire the same thing for all men. V 
I have planted banyan-trees along the roads, that they may give shade 
to both man and beast. I have planted gardens full of mango-trees, I 
have had reservoirs for water dug in a number of places, and cara¬ 
vanserais built for the enjoyment of both man and beast. I have also 
appointed supervisors of religions, to attend to the concerns of all 
the sects. I have equally at heart the interests of the Buddhist monks 
and that of the Brahmans and Jains.” There was, in fact, no in¬ 
tolerance in this crowned monk. If he preached the Dharma, or 
Buddhist 44 Law,” it was, so he himself tells us. In order to bring 
about the 44 kinship ” — or, as w 7 e should say, the brotherhood — of 
all men. And his legislation may be summed up in the maxim, worthy 
of Marcus Aurelius: 44 One must be gentle to all living creatures.” 

He carried this apostolic mission into the sphere of art also. As we 
have said, India had certainly had its own architecture and schools 
of sculpture before the Mauryas, but no remains of them have come 
down to us, for both architects and sculptors used none but perishable 
materials, such as wood, ivory, or clay. Under the Maurya rulers the 
use of stone became general for columns and statues, the sort em¬ 
ployed being sandstone, which was to survive the centuries. In agree¬ 
ment with Mr. Ramaprasad Chanda, superintendent of the Indian 
Museum at Calcutta, w 7 e have no hesitation in regarding this highly 
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important innovation as the effect of Greco-Persian influence (see 
Ramaprasad Chanda: Beginnings of Art in Eastern India, Memoirs 
of the Archaeological Survey, No. 30, Calcutta, 1927). As we know 
from the Greek historians and from Asoka’s own inscriptions, the 
Maurya sovereigns, Chandragupta, Bindusara, and Asoka, main¬ 
tained regular relations of a diplomatic, commercial, and intellectual 
order with the great Seleucid kings who succeeded both Alexander 
and the Actoemenids in Iran. It is probable that these relations 
brought the Mauryas a knowledge of the art of Hellenistic Iran, 
which was still full of the grandeur of the Achaemenid period; and 
as a matter of fact, Mr. Spooner has discovered at Asoka s old 
capital of Pataliputra (Bankipur, near Patna) the remains of a 
columned hall which seems to be more or less inspired by Darius s 
famous Hall of the Hundred Columns at Persepolis. “ All Asoka s 
monuments,” notes Mr. Ramaprasad Chanda, “ whether monolithic 
columns, rock inscriptions or sculptures, likewise bear witness to a 
happy adaptation of Achaemenid models.” 1 We may further observe 
that, with this Achaemenid inspiration, not only was Persia to make 
her influence felt in India, but so, too, were the various types of art 
from which that of the Achaemenids had drawn its inspiration: firstly 
Assyro-Babylonian art/ which influenced the representation of ani¬ 
mals, and afterwards Egyptian art, which affected the column, while 
even the Greek art of Ionia had its effect upon the technique of 
the bas-relief: the diluted Hellenism which is subtly evident in the 
sculpture of Asoka may be traced to this indirect source, as well as 
to the coming of Seleucid workmen, which is equally possible. 

The art of Asoka is represented by lot, or columns bearing inscrip¬ 
tions — monolithic pillars of polished sandstone with sculptured 
capitals. The finest of these pillars, that of Sarnath, at the gates of 


i Cf. Sir John Marshall: “The Storied Past of India^ Chandragupta’s P^acled 
Caoital ” in Illustrated London News, March 24, 1928, p. 477 (with many illustrations) 
*2 Cf. C. L. Fabri: “ Un Element mesopotamien dans Vart de l Inde , Journal asiatique, 

Paris, 1930. 
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Benares* was set up on the site of the famous Deer-park where Buddha 
preached his first sermon (Fig. 2). 1 It was surmounted by a richly 
decorated capital formed in ascending order: firstly, of a bell-shaped 
reversed lotus; secondly, of an entablature with a frieze on which 



Figure 58 

Temple on the shore. Mavalipuram, seventh century. 
— Photo , Goloubew 


are carved, in such high relief as to have all the qualities of sculpture 
in the round, an elephant, a galloping horse, a zebu, and a lion 
separated from one another by "wheels (chakra), the symbol of the 

Buddhist Law; and, thirdly, on top of the capital, of three lions, or, 
rather, the forequarters of three lions standing back to hack, which 

i See Archaeological Survey of India, Report, 1905-5 (“Excavations at Sarnath”), 
PI. XX, p. 70. 
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once supported a great Wheel of the Law, crowning the whole design. 
According to the hypothesis of Vincent Smith, perhaps we ought 
to regard these four animals on the frieze as symbolic of the four 
cardinal points. Almost equally beautiful is the capital of one of 
the pillars of Rampurva, the base of which is also formed of a bell¬ 
shaped lotus, while the entablature is adorned with a delightful floral 
frieze of lotus and palmette motives, crowned by a fine statue of a 
zebu carved in the round. There is another capital with a bell-shaped 
lotus at Rampurva, crowned by a seated lion, and-a lion also crowns 
the columns of Asoka at Besayh, Bakhira, and Lauriya Nandangarh. 
In other places the terminal statue represents an elephant, as at 
Sankisa, or a horse, as at Rummindei, on the column erected by 
Asoka in the ancient park of Lumbinl, the scene of the Buddha’s 
Nativity. The frieze of the abacus is also different on the various 
pillars: we may mention among others the elegant friezes of geese on 
the capitals of Lauriya Nandangarh and Sanchi. 

Mr. Ramaprasad Chanda wonders whether certain of these pillars 
those whose capitals are surmounted by a statue of an animal 
treated by itself, without any Wheel of the Law — may not be due 
to Asoka’s father, King Bindusara. 1 This king, it appears, was a 
Brahmanist by religion, so that, according to this theory, the animals 
in question would represent the symbolical beasts which bear the 
Brahmanical deities upon their backs: the bull of Siva, the elephant 
of Indra, the lion of the goddess Durga, and the garuda of Vishnu 
(the last of which is to be found at Lauriya Araraj). His suggestion 
is that Asoka afterwards used these pillars for his Buddhist propa¬ 
ganda, or rather, in his broadly syncretistic spirit, associated these 
Brahmanical symbols with his preaching of the Daw. 

However this may be, the historian of art must pause before this 
school of animal-sculptors, which produced masterpieces from the 
very first. No doubt we are here dealing with masters familiar with 

1 Cf. Ramaprasad Chanda, op. cit., PI. II and III. 
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Achaemenid technique: in the lions at Sarnath the execution of the 
muscles in the treatment of the muzzle and paws is directly reminis¬ 
cent of Khorsabad and Persepolis. But here the vigour and dignity 



Figure 59 

General view of the Kailasa at Ellora. 
— Photo, Goloubew 


of Assyro-Persian tradition are found in combination with genuinely 
indigenous elements. The poetry of the jatakas, the Buddhist ten¬ 
derness to our animal brethren, have effected a transformation in 
this art imported from the Middle East, by softening its Assyrian 
violence and at the same time restoring to the dry Achaemenid forms 
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a new fullness and freshness of life. The harsh realism of Assur 
became a free and wonderfully flexible naturalism — and Indian art 
was born. We need only look at the elephant on the Sarnath capital, 
at the easy gait of this huge, massive form, and the life which throbs 
in this quivering trunk: the whole art of Ellora and Mavalipuram 
is already contained in this short relief. 

The representations of human figures in the Maurya period are 
far from possessing as much character as those of animals; but they 
should none the less not be ignored. The yaksha from Parkham in 
the museum at Mathura, 1 the yakshinl from Besnagar in the Calcutta 
Museum, the woman carrying the chaurl (fly-fan) from Dldarganj 
in the Patna Museum,' have all the appearance of transitional works. 
In their cylindrical rigidity we are still conscious of the rudimentary 
technique of the old native artisans, accustomed to carving a human 
form out of a stump of wood. But here again the balance in the dis¬ 
tribution of masses and a certain elegance in the treatment of the 
dhoti (loin-cloth) bear witne.ssfto a. strongly artistic temperament; 
while in the beauty of the torso and abdomen and the fullness of 
the breast the chaurl -bearer of Dldarganj even directly foreshadows 
some features of the Indian ideal of female beauty as it was to be 
developed at Bharhut and Sanchl. 

Towards 185 b.c. the Maurya dynasty was replaced by that of the 
Sungas, who occupied the throne of Magadha till about 73. But this 
new royal house reigned over the plain of the Ganges alone. The 
Punjab, as we shall see, fell into the power of the Greeks, while the 
powerful kingdom of the Andhra was established in the Deccan, 
where it lasted from 200 B.c. till about a.d. 200 and was for a time 
the chief of the native states. Under the Sunga and Andhra dynasties 
the artistic evolution started by Asoka was continued. It was now 

1 Ananda Coomaraswamy: Yaksas, Smithsonian Miscellaneous Collections, Vol. 80, 
No. 6, May 1928, PL L 

2 See Ludwig Bachhofer: Early Indian Sculpture, Vol. I (1929), PL 9. 
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that the earliest Buddhist art rose to its supreme achievements in the 
schools of Bhaja, Bedsa, Bharhut, Karli, Sanchi, and Amaravatl. 

The typical architectural forms in which this art was expressed and 
with which we shall henceforth have to deal in the course of this 
history fall under three categories: the stupa, the vihara, and the 
chaitya. The essential feature of the stupa is a hemispherical dome. 



Figure 60 
Temple at Elephants. 
— Photo , Goloubew 


built of brick or stone, and called in Sanscrit anda, or the egg; this 
dome is raised upon a terrace ( medhl ) and surmounted by a kiosk 
(harmikd ), as in Fig. 38. 1 It is surrounded at a certain distance by a 
stone railing or balustrade ( vedikd ), often adorned at the four cardi¬ 
nal points with a corresponding number of porticoes ( torana), which 
constitute the work of art properly so called. The stupa doubtless 
drew r its inspiration from the ancient tumuli and was theoretically 

1 Of. Toucher: L'Art greco-bouddhique du Gandham, I, 45. 
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intended to contain the relics of the saints. The pilgrimages which 
were made to these shrines ended in a procession round the edifice 
(pradakshina patha) . The vihara is a monastery, 1 and the chaitya 
an underground monastery, or crypt, which often contains a small 
stupa known as a cldgaba (dagoba), forming a sort of altar. 

According to the works of Sir John Marshall, director of the 
Archaeological Survey of India, and Mr. Ramaprasad Chanda, super¬ 
intendent of the Calcutta Museum, the earliest works of art belong¬ 
ing to this period are the sculptures of the enclosure of the stupa at 
Bharhut in Baghelkand, which may, in their opinion, go back to the 
middle of the second century B.c. At any rate, on one of the jambs 
of the east door of this stupa "appears an inscription mentioning the 
Sunga dynasty, which dates from the time when the old wooden door 
was replaced by a stone torana. The treatment of the human figure 
on the reliefs of this building is still somewhat primitive and gives 
us the impression of being the work of ivory-carvers. It might have 
come out of a workshop for turning out religious images wholesale, 
so stumpy and crowded are the figures, as though the old masters, 
accustomed to the limitations of working on their small slabs of 
ivory, did not as yet venture to avail themselves of the liberty 
afforded by the size of the stone. All the same, these are singularly 
interesting scenes, owing to the naivete and fidelity with which the 
story of Buddha is treated. Yet the Buddha himself is never repre¬ 
sented here; in accordance with a convention which was to last for 
the whole duration of the earliest Indian school, he was never repre¬ 
sented in person, but only suggested by a certain number of easily 
interpreted symbols. We may note that this prejudice had a logical 
explanation: it was not fitting to give new life to the features of him 
who had entered into the final nirvana . But in default of the Buddha 
himself, there were all the traditional scenes connected with him; 

1 In early times the vihara was the habitation of a single monk only. The monastery 
was called safighardma. But nowadays such a monastery is commonly known as a vihara 
(Foucher: VArt greco-bouddhique du Gandhara, I, 99). 





Figure 61 

Tanjore. The Great Pagoda, ninth-twelfth centuries 


Interest at Bharhut . 1 Artistically this is all to the good, for many 
of the jatakas are concerned with animal subjects: and though the 
human figures at Bharhut are, as a rule, rather poor, the animal ones, 
on the contrary, in spite of a certain awkwardness of technique, give 
evidence of a charming truth to nature. The figures of monkeys, for 
instance, are often singularly amusing, while the elephants’ heads 

1 See A. Foucher: The Beginnings of Buddhist Art (London, 1917), p. 29 (“Representa¬ 
tions of Jatakas on the Bas-reliefs of Bharhut”); L. Bachhofer: Early Indian Sculpture , 
I, PL 23-33. 
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display an intelligence worthy of the masters of Sarnath (Fig. 3). 
We may also note that occasionally, by way of exception, we find at 
Bharhut a few magnificent native u portraits,” such as the medallion 
in the Calcutta Museum, with the turbaned head of a rajah — a racial 
type of an astonishing intensity of expression (see Bachhofer: Early 
Indian Sculpture, I, PL 32). 

The Buddhist monuments of Bhaja and Bedsa seem to belong to 
the same period. At Bhaja near Poona in the Mahratta territory, 
there is a vihdra of the second century b.c., and a chaitya the archi¬ 
tecture of which once again points to a rendering in stone of the 
technique of construction in wood. Quite near by, at Bedsa, the 
chaitya seems to date from about 175 B.c. That at Nasik, in the same 
region, is later, belonging to the middle of the first century B.c. And 
lastly the great chaitya of Karll, the fourth of these ancient monu¬ 
ments in the Mahratta territory, seems to belong to the early years 
of our era. 1 

The best-known as well as the finest of the monuments of the 
Sunga period is the Great Stupa, or “ Stupa I,” at Sandhi, near 
Bhopal, in Malva." According to Sir John Marshall and Mr. Ramapra- 
sad Chanda, the nucleus of the dome goes back to the time of Asoka, 
in the middle of the third century B.C., but in its present form the 
dome, as well as the four doors, is of the Sunga period. The most 
ancient of these "doors is the southern one, which an inscription tells 
us was presented as a votive offering by a certain Anamda, “ chief 
of the artisans,” hi the reign of Satakarni, king of Andhra from 
75 to-, 20 b.c. Another inscription informs us that one of the jambs 
of this door is due to the ivory-carvers of the city of Vidisa (Bhilsa) 
in Malva; and, as a matter of fact, both here and at Bharhut there is 
more than one detail — for instance, the conventional mode of repre- 

1 See Gangoly: Indian Architecture (Rupam, Calcutta), PI. XII, XVII. 

2 See Sir John Marshall: A Guide to Sahchi (Calcutta, 1918); Foucher: Beginnings of 
Buddhist Art, p. 61: 44 The Eastern Gate of the Sanchi Stupa”; Sir John Marshall: 
“ The Monuments of Sanchi,” Archaeological Survey of India, Report , 1913-14, pp. 1-40. 
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senting a town — that reminds us of the technique of ivory-carving in 
all ages. Next in chronological order come the north (Fig. 4), the 
east (Fig. 5), and the west doors. We may note in passing that there 
is a third inscription indicating that one of the jambs of the east door 
was presented by the banker Nagapiya. 1 

Here again it is easy to detect a certain influence coming from 
Achsemenid Persia; indeed, there are belated specimens of the 
Achsemenid style to be found in India in the first century B.c., just 
as there were “ belated antiques ” (Spatantike) in Kashgaria in the 
Middle Ages. The winged lions (Fig. 6), the winged griffons, the 
columns in the style of Persepolis, with their bell-shaped capitals, 
honeysuckle motives, and dentils or serrated motives, are all bor¬ 
rowings from Persepolis or Susa on the part of Sanchi; the lions 
on the south door, in particular, are directly reminiscent of the 
Achsemenid lions on the capital of Asoka at Sarnath, though inferior 
to these. We may also divine a certain infiltration of Hellenic in¬ 
fluences, though these are less direct; but, as Monsieur Foucher 
points out, there are certain foreshortenings, certain three-quarter- 
face figures on the reliefs at Sanchi, which can only be explained by a 
knowledge of Greek technique. And in this connexion he recalls 
that, quite close to Sanchi,-atWidisa (Bhilsa), was a pillar set up in 
honour of Vishnu by Heliodorus of Taxila, ambassador of the 
Greco-Indian king Antialkidas. 2 

We have purposely referred to these foreign influences only that 
we may proceed to maintain-w-ith still greater force that the art of 
Sanchi none the less remains specifically Indian in type. It is In¬ 
dian in its general inspiration, which is entirely Buddhist, as well 
as in the majority of its floral or animal motives, from the wonder¬ 
ful wreaths of lotus to the swans, peacocks, and elephants which 

1 See Ramaprasad Chanda: Dates of the Votive Inscriptions on the Stupas at Sanchi, 
Memoirs of the Archaeological Survey of India, No. 1 (Calcutta, 1919). 

2 See Ramaprasad Chanda: Archaeology and Vaishnara Tradition, Memoirs of the 
Archaeological Survey of India, No. 5 (Calcutta, 1920). 
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here serve as the chief decorative motives. Equally Indian, and 
Buddhist too, is the convention by which, at Safi chi as at Bharhut, the 


person of the Buddha is 
replaced by a certain 
range of symbols. Thus 
the young elephant sug¬ 
gests, or rather represents, 
the Conception; Maya 
seated upon the lotus and 
surrounded by young ele¬ 
phants pouring water over 
her represents the Nativ¬ 
ity; sometimes even a 
single lotus suffices to sym¬ 
bolize this scene; the rider¬ 
less horse represents the 
Great Departure; the de¬ 
mons or courtesans before 
the tree and the empty seat 
are emblematic of the As¬ 
sault of Mara and the 
Temptation; the tree and 
the seat alone stand for the 
Illumination (Bodhi ); the 
Wheel of the Law (or 
dharmachakra) for the 



preaching of Buddha; the Figure 63 

, , 1 r Mavalipuram. Ascetic prostrating himseii. 

throne and the parasol for - F „ pho ^ Goloubew 

the general scenes in which 

the Buddha figured; the way through the air, the aerial journey 
to Kapilavastu; the stupa, the nirvana of the Blessed One. Similarly 
the emblem of the trisula represents the ‘‘ three jewels ” ( triratna ): 
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that is, the Buddha, his Law ( dharma ), and his Church (sangha or 
samgha). What is more, this symbolism is not peculiar to the his¬ 
toric Buddha: at SanchT each of the Buddhas of the past may be 
recognized by the particular variety of tree which stands for him: 
hence a row of seven trees with an equal number of stupas will 
signify the seven Buddhas of the past who have entered in glory into 
nirvana (Fig. 6). Indeed, nothing could be more remarkable than 
the ease with which the old masters of Sahchi manage to relate the 
life of Buddha without ever representing him, thanks to these con¬ 
ventions which they adopted once and for all. This constitutes a tour 
de force in the sphere of iconography which has not been sufficiently 
appreciated. 

The half-secular, half-religious, subjects which give us glimpses 
into the life of the nobles of Suhga India have a savour all their 
own. Whether the subject be King Bimbisara leaving Rajagriha on a 
visit to the Blessed One, or King Suddhodana leaving Kapilavastu to 
go to meet his son, we see before us a faithful portrayal — complete 
with thronging chariots, elephants in state trappings, and .mounted 
troops — of one of those “Indian kings” whose ancestors had held 
their own against Alexander and whose peers were still checking 
the Greek reconquest by Menander on the Ganges. A similar scene, 
full of authentic local colour, is that of the curious “ War of the 
Relics,” which, on the morrow of the death of the great embodiment 
of pity, almost ended in a conflict between the neighbouring kings 
over his mortal remains. Still more definitely historic are the scenes 
of the visit of Asoka to the stupa of Ramagrama and the sacred tree 
of Bodh-Gaya; this last scene in particular is of inestimable value 
to the historian, not to speak of the great artistic charm with which it 
represents the pious monarch, who, aided by a dwarf and sur¬ 
rounded by his women, is gracefully dismounting from his kneeling 
elephant (Fig. 15-16). In spite of their religious character we may 
compare with this series the two figures of Lokapalas, or kings of the 
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heavens, which support the jambs of the eastern gate: with their 
puffed turbans and profusion of jewels, their elegant dhoti and close- 
shaven faces (such as are always found in India down to the time of 
the Indo-Scythians), these figures are still eminently representative 
of aristocratic fashions among the Indians of the kshatriya caste 
about the beginning of .our era. 

But, as might be expected, what constitute the chief charm of 
Sanchl are still the jdtakas, or 64 birth stories,” with their subjects 
drawn from forest and animal life, which are so well suited to the 
Indian genius. Whether w r e are dealing with animal stories, such as 
that of the elephant with six tusks ( shaddanta jdtaka) (Fig. 7), or 
of the king of the monkeys ( mahdkapi jdtaka) , or with human stories 
having the jungle as a setting, such as the story of the rishi or unicorn 
saint (the simple-minded anchorite who was the son of a hind and 
x/ was powerless to defeat the wiles of a courtesan), or the dramatic 
legend of Prince Visvantara (Fig. 6), or the equally touching story 
of Syama, w T e feel that the masters of Sandhi are far more at home in 
all these scenes than in those from the life of the historic Buddha. 
What love of nature is to be seen in them, what an understanding of 
floral and animal forms! Just as our cathedrals are encyclopaedias 
in stone, so the gates at Sandhi unroll before our eyes the marvellous 
poem of Indian nature, a very Jungle Book, We need only mention, 
on the east gate, the adoration of the tree by the animal kingdom — 
buffalo, animals of the feline tribe, serpents or serpent deities ( ndga ) 
and garuda, antelope and wild elephants, all offering the homage 
of creation to the symbol of Bodhi (Illumination) (Fig. 8); or, on 
the same gate, the adoration of the stupa by wild elephants (Fig. 9 
and 11 b), like the dream of some St. Francis of Assisi who had been 
through the experiences of a Mowgli; or, on the north gate, the splen¬ 
did peacocks which adorn the projecting end of the central lintel 
(Fig. 10 and 15); or the splendid tame elephants, carved half in the 
round, which serve as capitals to the east and north gates (Fig. 9, 12, 
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and 15): not even the modelling of Asoka’s sculptors at Sarnath was 
more powerful. We may also notice the charming little elephants 
to which is allotted the part played by our angels in the scenes of the 
Conception or the Nativity (Fig. 6 and 15). And lastly we may 
specially mention the admirable scene of the elephant-bodhisattva in 
the forest, surrounded by his herd, in the shacldanta jdtaka on the 
central lintel of the south gate (Fig. 7). As we stand before these 
scenes, with their delicate and tender feeling for nature, Assyrian 
bas-reliefs seem very conventional, and even Greek bas-reliefs al¬ 
most strike us as cold. 

In this connexion we may note what it is that distinguishes the 
Indian animal-sculptors from those of classical art: it is precisely 
this brotherly sympathy with all living beings, a sentiment having its 
source at once in the dogma of transmigration and in that tenderness 
towards the whole universe which is distinctively Buddhist and Jain, 
or, in later days, Krishnaite. Filled with the spirit of the jdtakas, 
the jungle became an earthly paradise. 

On the whole, as Mr. Ramaprasad Chanda has recently pointed 
out, this Buddhist art expresses, not so much the ideal of renuncia¬ 
tion and extinction which was that of Buddhist theory, as the freshest, 
most naive and pagan love of life. All that is left of the Buddhist re¬ 
ligion here is its gentleness and simplicity, and we find the naturalis¬ 
tic spirit at its height. Never, even in the Greece of the classic age, 
has the innocent and spontaneous joy of life been so happily ex¬ 
pressed. Never has the poetry of the female form been rendered with 
a more sensuous power than in the statues of female genii ( yakshinis ), 
carved in the round, which form a link between the jambs and the 
end of the lower lintels of the east and north gates. These figures are 
to a certain extent the equivalents of the Greek caryatids. But the 
caryatid was always a human column, immobilized by her archi¬ 
tectural role, while the yakshinl of Sanchi swings freely outwards 
from the structure as a whole. Under her canopy of foliage she sup- 
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ports herself by her elbow and back against the mango-tree which 
climbs upwards at the end of the lintel on the north gate; or else, as 
on the east gate, she leans outwards from the branches of the tree, 
hanging by both her arms, like some living liana, in a curve of 
infinite grace, so that the golden bowls ” of her full bust, all the 



Mavalipuram. Detail. 

— Photo, Goloubew 

blooming flesh of her young body, seem to sway forward into space 
(Fig. 13 and 14). 1 

Such forms as these, at once strong and voluptuous, are often to 
be found at this period, notably in the two rock-carvings of two al- 
J most wholly nude couples clasped in each other’s arms, which guard 
the entrance to the chaitya at Karll. The two male figures, with their 
turbans in the same style as those of the medallions of Bharhut and 
Bodh-Gaya, and their athletic muscles, and the two nude female fig- 

i See also the wonderful female torso from Sanohl, recently acquired by the Museum 

of Fine Arts, Boston (Ross collection). Cf. Coomaraswamy: “A Yakshl Torso from 
Sanchl,” Bulletin of the Museum of Fine Arts , Boston , Vol. XXVI, No. 164 (December 
1929), pp. 90-4. 
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ures, which are almost as powerfully built and at the same time as 
sensuous as the yakshini of Sanchl, represent splendid types of hu¬ 
manity. 1 The same may be said of the figures of male and female 
donors on the veranda of the chaitya of Kanheri, dating from the sec¬ 
ond century of our era. In spite of the fact that it is used for Buddhist 
purposes, this might well be called the pagan art of India (Fig. 
84-85). 

The Great Stupa or Stupa I is not the only monument of this kind 
at Sanchl. More than ten of them may be counted in the same local¬ 
ity. Stupa III doubtless also belongs to the first century B.c. Its south¬ 
ern door, which is the latest in date and is richly decorated, seems 
to Sir John Marshall to have been added at the beginning of the first 
century of our era. As for Stupa II, side by side with some rather 
primitive reliefs, it displays certain details belonging to a far 
more advanced art — for instance, a delightful nude female figure 
among lotuses in a medallion on the balustrade, in which Sir John 
Marshall thinks he sees traces of a certain Greek influence.” But it 
may be objected that the feminine types in which Hellenistic in¬ 
fluence is admitted, such as those we know at Gandhara, are far 
from presenting the same grace. It is true that the nude figure on 
Stupa II at Sanchl is more supple and elegant, less heavily sensual 
than those of Bharhut, Karll, and Stupa I, but this happy trans¬ 
formation may well be specifically Indian, merely heralding the art 
of Amaravatl. 

The enclosure at Bodh-Gaya may possibly date from about 100 B.C. 
The medallions which once adorned it are of considerable interest, 
both for their aesthetic value and for the happy blend of influences 
which is revealed in them. The Indian elements are of the same 
quality as at Bharhut and Sanchl; moreover, the medallions of ele- 

1 L. Baehhof'er: Early Indian Sculpture, I, PI. 19, 20 (Bharhut); II, PI. 67,68 (Karll), 

and 92-93 (Mathura). 

2 Sir John Marshall: A Guide to Sanchl, PL XIII, C; Codrington: Ancient India 
(1926), PL 17 A. 
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phants, winged elephants, buffalo, and bulls are almost identical at 
Bodh-Gaya and at Bharhut, bearing witness to the same feeling for 
nature in both places; while the kshatriya in the rich turban which we 
admired just now at Bharhut is also found on a medallion at Bodh- 
Gaya. But at the same time Bodh-Gaya has motives of Hellenic 
origin: the quadriga of Surya, drawn by a team of horses, each pair 
of which is rearing in a contrary direction- is certainly of Greek in¬ 
spiration, and so is the centaur on one of the medallions. But these 
Hellenic borrowings never appear here in an unassimilated state, as 
we shall find them at Gandhara: they have become assimilated and 
Indianized. It is this happy combination of Greek infiltration and na¬ 
tive tradition which has produced, for instance, the delightful winged 
elephants, or the charming cows with the bodies of sirens, which we 
shall find persistently appearing, from Bodh-Gaya to Ajanta. We 
might almost apply the same praise to the frieze of Kankail, near 
Mathura, dating from the beginning of our era and showing suparnas, 
or mythical birds represented under the form of harpies, and kin- 
naras in the form of centaurs. 1 But the imitation was already becom¬ 
ing more direct: we are verging on the art of Gandhara. 

THE GREEK BUDDHA 

While the native genius was developing freely in the schools 
of the Ganges region and central India, north-west India had fallen 
into the power of the Greek princes established in Bactria, the last 
heirs of Alexander in these regions. The Kabul valley — or Gan¬ 
dhara, as it is sometimes called, from the ancient name of one 
of its districts' — and the Punjab ° thus became Hellenic soil, and 

1 Cf. Coomaraswamy: Bulletin of the Museum of Fine Arte, Boston, VoL XX\, 
No. 150 (August 1927), p. 51. 

2 The Kabul valley included, from east to west, the ancient districts of Gandhara 
proper (Peshawar), Nagarahara (Ningrahar), Lampaka (Lamghan 1 , and Kapisa (the 
region to the north of Kabul, towards Kohistan). 

3 Western Punjab (Taxiia) and eastern Punjab (Sakala, modern Sialkot ). 
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remained so for the whole of the second century and the first third of 
the first century b.c. The beautiful Greco-Bactrian and Indo-Greek 
coins in the British Museum and the Cabinet des Medailles, Paris, 
show us the pure profiles of these adventurers of genius, Demetrios, 
Eukratidas, Apollodotos, and Menander, who, a century and a half 
after Alexander, enacted a sequel to the Macedonian epic in India. 
One of these Greek kings, Menander — the Milinda of Indian tra¬ 
dition— who reigned from about 170 to 150 B.C., even carried his 
arms as far as the Ganges. This prince, whose conquests in the Indus 
valley thus exceeded those of Alexander and left a more lasting 
memory there, seems to have shown some curiosity to become ac¬ 
quainted with the wisdom of the East. There is a Pall work, the 
Milinda panha, in which he appears as one of the interlocutors in a 
philosophic dialogue with a Buddhist doctor. Further, a coin of Me¬ 
nander has been found hearing the Buddhist sign par excellence, the 
Wheel of the Law (dharmachakra). 

The Greeks were expelled, first from Bactria, about 135 B.c., and 
afterwards from their Indian possessions, between 75 and 58 B.c., 
by various Scythian peoples who descended upon them from central 
Asia. The chief of these peoples, known to the Romans in later days 
by the name of Indo-Scythians, 1 founded a great empire in eastern 
Iran and north-w 7 est India, which the Indians-called the Empire of 
the Kushans (Kushana) from the name of the reigning dynasty. The 
Kushan emperors, the most famous of whom'was Kanishka, held 
northern India under their domination during th& second half of the 
first century and the whole of the second^century of our era. But the 
seat of their power was still the former Greek kingdom, the more or 
less Hellenized land of Gandhara and the Punjab. It is, moreover, 
worthy of note that they carried on the traditions of the Greek rulers 
to a very great extent and also played the part of protectors of Hel¬ 
lenism in these regions. Their coins, like those of their Greek prede- 

1 Called by the Chinese Yue-ehi. 
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cessors, continued to be bilingual and frequently bore Greek in¬ 
scriptions. Like the later Greek kings and like Menander several of 
them protected or even adopted Buddhism. The Buddhist Scriptures 
are full of the praises of King Kanishka. Moreover, in 1908 a Bud¬ 
dhist reliquary, bearing the name and portrait of that king, was found 
at Shah-ji-ki-dheii, near Peshawar, which was the work of a Greek 
or Eurasian named Agesilaus (in Prakrit Agisala). And, lastly, we 
have a coin of Kanishka bearing a standing Buddha with the aureole 
and nimbus and draperies in the Greek fashion, and the word Boddd 
in Greek characters as its legend — a coin proclaiming the birth of 
Greco-Buddhist art. 

The Greco-Buddhist school, also known, from the name of one of 
its principal centres, as the school of Gandhara, is the easternmost 
school of Greco-Roman art in Asia, working in the cause of Bud¬ 
dhism. According to Monsieur Foucher, it must have taken shape in 
those sheltered communities of Kabul in which Hellenism had taken 
root so firmly, and hence at a period when it was already well accli¬ 
matized there — that is, towards the later days of the domination of 
the Indo-Greek kings. This school was to reach its highest point about 
the first century of our era, at which period the fine Greco-Roman art 
of the Caesars and of the Flavian dynasty exerted a considerable influ¬ 
ence over the taste of the Kushan sovereigns. In the second and third 
centuries it was to follow the general tendency by which Hellenistic 
art, hitherto so supple and free, was to become transformed into an art 
which was specifically Roman — even Gallo-Roman in the west and 
Palmyrene in the east — a graver, heavier, more squat type of art. 
Greco-Buddhist art held its own, none the less, through the fourth 
century and well on into the fifth. Towards the middle and end of the 
period during which it flourished, in the third, fourth, and fifth cen¬ 
turies, it even gave rise to a style of profound originality, revealed 
to us by the fine school of Hadda, which we shall describe below. 
This school was at the height of its achievement when, like the other 
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“ Gandharian ” schools, it was practically destroyed by the Hun inva¬ 
sions at the beginning of the sixth century. 



Figure 71 

Mavalipuram. Gaja-Lakshml (Lakshmi with the elephants) from the cave of 
the Varaha avatara (boar-avatar), seventh century. 

— Photo , Goloubew 

The essential innovation of the Gandhara school is that of repre¬ 
senting in sculpture the figures of Buddha and of various Buddhist 
saints which the old native school at Bharhut and Sanchl represented 
only by symbols. For the first time we see the legend of Buddha repre- 
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seated on the bas-reliefs in its entirety: the cycle of the Incarnation, 
with our bodhisattva descending into his mother's womb in the form 
of a young elephant; the cycle of the ^Nativity, in which Queen Mava 
is standing beneath the tree in the garden of Lumbini, with the child 
springing forth from her'right side and being received by the gods 
Indra and Brahma; the scene,=of the Seven Steps and the bath of the 
new-born child, in which, by a curious coincidence, we see the Greeks 
creating for the Buddha the same type of divine infant, or “ sacro 
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bambino ” with its charming nudity and aureole of gravity, as Chris¬ 
tian art was to discover for the child Jesus. Again, in the same vein, 
we have the horoscope uttered by the anchorite Asita, as he holds the 
child upon his knee in homely fashion in the presence of the King 
and Queen. 1 

All the scenes in the life of the bodhisattva follow in like fashion, 
so impossible was it for the Greeks, with their instinctive anthropo¬ 
morphism, to understand the scruples of the earliest Indian sculptors 
against representing the life of the Blessed One. And so we see the 
youthful bodhisattva at school, astonishing his master by his knowl¬ 
edge — a reminiscence, in a provincial style, of some Roman fresco. 

1 See A. Foucher: L'Arl greco-boaddhiqae du Gandhara, Vol. I (Paris, 1903 >. pp. 290- 
599. 
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Or we see his future wife, Gopa, being presented to him a beauti¬ 
ful lady in Roman costume with a certain Asiatic languor. The con¬ 
test in swordsmanship and boxing to which the bodhisattva was forced 
to submit before his betrothal was to provide the Greek artists with 
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themes after their own heart. The first meditation of the young man 
beneath the jambu-tree and the country scenes are less happily 
treated, for the animal sculpture of the Gandhara school, unlike that 
of native artists, was but poor. Among much that is commonplace, 
the Sleep of the Women was to suggest some scenes of women’s life 
that are quite correct in style. The Great Departure and the farewell 


! 




to the good horse Kanthaka are likewise treated with great truth to 
nature, but here again it is unfortunate that, nine times out of ten, 
the artists responsible for these bas-reliefs were only mediocre ar¬ 
tisans, with no talent whatever for animal sculpture. There is un¬ 
doubtedly a greater realism in the meetings with the Brahman ancho¬ 
rites and the representations of Buddha as an ascetic (the austerities 
of Gautama' 5 ), for in these the Hellenizing sculptors were dealing 
with a subject already classic in the West — the commonplace theme 
of the bearded philosopher, which they had merely to repeat here. 
Besides which their knowledge of anatomy had free scope in the 
treatment of the shrunken bodies of the ascetics. 

Starting from the scene of the Illumination, the Gandhara artists 
created the traditional type of Buddha as repeated from that time 
onwards: as a Greek sage, standing or seated in the Indian fashion, 
draped in the ample monastic cloak, or samghati, which is here 
treated like a toga (Fig. 22) ; the head is that of an Apollo, distin¬ 
guished merely by the topknot of hair for the traditional turban of the 
nobles, or ushmsha , by the mark of wisdom between the eyes, or 
urna, the .lengthening of the lobes of the ears < caused by the heavy 
ear-rings worn by the former Prince Siddhartha), and, in case of 
need, by the aureole, an Oriental invention with which Greco-Levant- 
ine art was to endow the Buddhist saints in the East and those of 
Christianity in the West (Fig. 17-18). 1 

Round this type of Buddha, this figure of a Greek philosopher with 
the head of an Apollo, were grouped all the scenes of the Buddhist 
canon, from the Illumination to the nirvana: the attack of Mara, 
with monsters which are here rather lacking in character, the preach¬ 
ing to the five original disciples, the conversion of the Kasyapa an¬ 
chorites (miracles of the fire and serpent), the forced ordination of 

1 Cf. A. Foucher: “The Greek Origin of the Buddha Type,” in Beginnings of Bud¬ 
dhist Art , p. 112; Foucher: UArt greco-houddhique du Gandhara , II, 278-362. Ah oppo¬ 
site view is expressed by Ananda Coomaraswamy in “ The Origin of the Buddha Images” 
Art Bulletin, YoL IX, No. 4 (Washington, 1927). 
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Nanda; next come the conversion of the ogre of Atavi, the monkey’s 
offering, and the submission of the serpent divinity ( ndga ) Apalala 
— three scenes in which, by the way of exception, the reliefs at Gan- 
dhara succeed in presenting certain picturesque features. The same 
picturesqueness, and the same naturalistic treatment of animals — 
qualities all the more remarkable here because they are so rare — 
appear in the scene of the visit of Indra to Buddha during his medita¬ 
tions, with the monkey, which is also meditating, the birds, the lion, 
and the antelope, in a bas-relief from Loriyan Tangai in the Calcutta 
Museum. On the other hand, the great miracle of Sravasti, by which 
water and flames were produced at the same time, is rendered with 
the greatest fidelity, though coldly, too, in the manner of the miracles 
of Christ in Byzantine art. As for the nirvana , this is naturally one of 
the scenes most frequently represented: the Buddha is at rest, lying 
on his right side, with his head supported upon his right hand; 
though in this position, the garments have preserved the same folds 
at] in*an upright posture; around him are disciples and holy women 
in lamentation; next come scenes representing the burial, the placing 
on the bier, and the cremation, in the presence of the same figures: 
scenes which are on the whole fairly analogous with those of our 
Pietas .and Entombments of Christ. Last come the “War” and the 
removal and veneration of the relics, completing the Gandharian 
cycle of the life of Buddha. 

As we turn over the reproductions of this series of bas-reliefs 
in Monsieur Foucher’s volumes, 1 if we forget for a moment the strictly 
Buddhist subjects which inspire them, we obtain an impression as of 
a sort of life of Christ related by Greco-Roman artists — and Roman 
rather than Greek. A person knowing nothing of history might imagine 
that a form of Christianity had conquered the Roman Empire as early 
as the first century, so that Romanesque and Gothic art had thus been 
preceded by an official Christian art in the Rome of the Caesars. 

1 UArt greco-bouddhique du Gandhdra , Yol. I (bas-reliefs), etc. 
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Christianity was to base its iconography upon the models of the 
classic Olympus. On the same principle, the figures of the Buddhist 
pantheon are here rendered by their equivalents in the Greco-Roman 
pantheon. The Buddha, as we have seen, is an Apollo with the addi¬ 
tion of the insignia of die Buddha; and the same type, with a different 



Figure 74 
Dance of Siva at Ellora. 
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head-dress and attributes, was to serve for the six Buddhas of the past 
who preceded Sakyamuni and for his presumed successor, the future 
Buddha Maitreya. It is the Apollo type, again, which served for the 
bodhisattvas, but this time it is an Indianlzed Apollo, transformed 

into a young rajah, with the full costume of the Punjabi or Awadhi 
nobles of the Rushan period; a rich, puffed turban enriched with 
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jewels, if the figure is of Prince Siddhiirtha, or the Brahman top- 
knot, more or less adorned, if it is a figure of Maitreya; the drapery 
of the dhoti, leaving the bust, or at least the right-hand side of 
the breast, uncovered; and, over all, a profusion of jewels, neck¬ 
laces, bangles, and bracelets both above the elbow and at the 
wrist, pendants, neck-chains, ear-rings, etc. And finally, to complete 
the distinction between the Buddha and the bodhisattva, we find the 
moustache, a new fashion, it would seem, for it was unknown to the 
kshatriyas of Bharhut and Sanchl and would seem to have been 
brought into north-west India by the Scythian conquerors (Fig. 19— 
20). 1 This same royal type, directly copied from the society of the 
day, was also used to represent the Brahmanical gods who were con¬ 
cerned in the life of Buddha — Indra and Brahma. 

On the other hand, the heads of demons and yakshas were for the 
most part borrowed from the types of bearded genii usual in Greek 
sculpture, from the grotesque figures of the Kerameikos to the heads 
of Zeus, Hephaestus, Herakles, or Poseidon. The familiar genius 
Vajrapani, with his thunderbolt, was often copied from a Zeus, if he 
was not rendered in the style of a Herakles, an Eros, a Hermes, or a 
Dionysos. Certain yakshas became atlantes (i.e., male figures analo¬ 
gous to caryatids). The Indian theme of a garuda carrying off a 
nagl is interpreted in terms of the Alexandrian motive of Ganymede 
carried off by the eagle of Zeus, and some ndgls are represented as 
bacchants. The genius of wealth, Panchika or Kuvera, king of the 
yakshas, will be sometimes an Indian rajah of the type mentioned 
above, sometimes an Alexandrian youth. 

And now what judgment are we to pass on all these works? From 
the iconographical point of view their interest can hardly be exag¬ 
gerated, for, thanks to the fidelity with which they follow the ac¬ 
cepted Buddhist traditions, they enable us to follow step by step, 
without symbols or puzzling enigmas, the legend of the Buddha, as 
1 Cf. Foucher: UArt greco-bouddhique du Gandhara, II, 210-43. 


related, for example, in the Lalitavistara. But from the aesthetic point 
of view the position is very different. It is obvious that the Gandhara 


school, with its faces which 
are often weak and lacking 
in character, its conven¬ 
tional motives adapted to 
order, and, we may add, its 
commonplaces, cannot pos¬ 
sibly be compared to the 
school of Sanchl in sincerity 
of faith and emotion or 
spontaneity of inspiration, 
still less with the later 
schools of the Gupta and 
Pallava periods. But it 
would be a false interpreta¬ 
tion of its nature to class it 
with the Indian schools. On 
the other hand, if we set it in 
its legitimate place, among 
the Hellenic schools, it cuts 
a most honourable figure 
there. Instead of putting the 
Gandhara school in the 
shade by contrasting it with 



Gupta art, we should com¬ 
pare it with that of Alexan- p|^ati^°'(in 
dria, Pergamon, and the 
various schools of Romano- 


Figure 75 

as the “ Nuptials of Siva and 
reality a Gangad haramurti), 
Elephanta. 
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Asiatic or Romano-Syrian art, when it will assume its full value (Fig. 
22, 23, 24). And, better still, the Indian characteristics of this sculp¬ 
ture, which were hardly discernible before, will be thrown into relief 
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by this contrast. Then what we shall often find is no longer a common¬ 
place copy of a decadent Apollo, but, beneath his flowing Greek dra¬ 
peries, a youth with a strange charm, like the new gods who were at 
that time conquering the West — some Mithras or Adonis. And when 
the type becomes still more Indian in the rendering of the bodhisattva 
princes, with their moustaches, turbans, nude torsos, necklaces, and 
bracelets, we shall find the proud face of a true rajah — as in the bod¬ 
hisattva of Shahbaz-garhl, brought back to the Louvre by Monsieur 
Foucher (Fig. 19; cf. Fig. 20), and the similar bodhisattvas of Buner 
or Sahri-Bahlol reproduced in Vol. II of Foucher’s UArt greco-boud- 
dhique du Gandhnra. 

Moreover, in speaking of Greco-Buddhist art it is no doubt neces¬ 
sary to distinguish between the different periods. If we take the works 
of the first century — for instance, the profile of Buddha presented 
to the Louvre by Monsieur Foucher, or the head of Buddha with wavy 
hair treated in the Greek style, presented to the Musee Guimet by 
M. Georges Clemenceau (Fig. 18) —we shall find the true Hellenic 
characteristics to which we drew attention above, in all their fresh¬ 
ness: the profile, in particular, has still its Apollo-like pride. The 
same quality is to be seen in the bas-reliefs included in the Cle¬ 
menceau donation to the Musee Guimet, with their Buddhas, their 
bodhisattvas, and their devatas (divinities) nobly draped in the 
himation, which has now become the monastic cloak or samghdti. We 
shall still find these noble draperies even much later, in the terra¬ 
cottas turned out in quantity, as is proved by the charming figurines 
brought back in 1924 from Hadda in Afghanistan to the Musee 
Guimet by Monsieur and Madame Andre Godard, or sent to the 
museum by Monsieur Barthoux from the same spot in 1928 (Fig. 
22-26). 

If, on the other hand, we pause before the relief of the Buddha of 
the Great Miracle (Miracle of SravastI) brought back by Monsieur 
Hackin from Patava in Afghanistan in 1925, we shall find signs of 
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profound development. This is a magnificent work, but in quite a 
different style (Fig. 21). Whereas the Clemenceau Buddhas have an 
affinity with the art of the Julio-Claudian and Flavian dynasties, the 
relief brought back by Monsieur Hackin reminds one of the art of the 
later Roman Empire, with the rather squat forms of the time of 
Diocletian. The treatment of the drapery is a sufficient illustration of 
this difference: in the Clemenceau figures it is still classical, but in 
the Buddha of Patava it has become conventionalized and clings to 
the body as though wet, thus furnishing us with the transitional stage 
between the draped figures of the Gandhara school and the nude 
forms of Gupta art. Thus we may draw a double lesson from the study 
of these works: on the one hand a sure conviction that the Greco- 
Buddhist art of Gandhara, a provincial school of Greco-Roman art, 
followed the general evolution of this art from the age of Augustus 
down to the Tetrarchy; and on the other hand the conclusion that the 
art of Gandhara gradually lost ground before an 66 Indian revival ” 
which leads us on by an imperceptible transition to the native classi¬ 
cism known by the name of Gupta art. 

Lastly, a new piece of evidence has just been provided by the stucco 
figurines, no doubt of rather a late date, between the third and the 
fifth centuries, discovered at Hadda, near Jelalabad, by Monsieur 
Godard’s and Monsieur Barthoux’s archaeological missions and sent 
by them to the Musee Guimet in very large numbers. The first thing 
that strikes us — and we need only pause before the first cabinet of 
stucco figures arranged by-Monsieur Hackin at the entrance of the 
new room — is the purity of the classical tradition. As a matter of 
fact, while in its native country the tradition of Hellas froze into the 
art of the ages of Diocletian and Constantine, at Hadda Alexandrian, 
Ephesian, and Pergamene Greece and the Greece of Antioch con¬ 
tinued to live on, revivified by the Buddhist influence grafted on to 
them. On Buddhist soil Greece remained Greece, while in Christian 
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countries it was becoming Byzantium. If, as Monsieur Hackin thinks, 
the stucco figures from Hadda date for the most part from the pe- 
riod of the third to the fifth centuries, is it not permissible to state 
that the Hellenic genius, as a creative force and principle of re¬ 
newal, took refuge and survived at Kabul ? In several works in this 
set of figures we find a departure from the too often conventional, 
commonplace, and insipid Greco-Buddhist style as we had hitherto 
known it. Side by side with the everlasting Buddhas of the Apollo 
type, which deserve to be so characterized, we are surprised to find 
among the representations of subsidiary divinities, such as Vajrapani, 
yakshas, barbarians, and demons, figures of a rich intensity of feel¬ 
ing and a powerful realism which were curiously unexpected (Fig. 
26). Instead of the conventional figures of barbarians which were 
all that Gandhara had to offer so far, we have here real racial types 
full of character, speaking portraits of Aryan Scythians of the Gaul¬ 
ish type, Persians like those of the mosaic at Arbela, or flat-nosed 
Mongols. But above all, this creative force shows itself in the crea¬ 
tion of what we may call a “ Gothico-Buddhist ” art. Every visitor 
who passes by the stucco figures of the Musee Guimet utters the same 
exclamation: “Gothic!” There are bearded heads of divinities 
among them which recall the fine figure of God at Amiens or the 
saint on the south-west portal at Reims; there are demons in scenes 
of the Assault of Mara which no longer have any affinity with Greek 
art, but are akin to the devils — whether decorative heads, caryatids, 
or gargoyles — of Reims, Amiens, and Notre-Dame, Paris. There is 
a tiny terracotta head here, with a smile like that of the angels at 
Reims, spiritual, penetrating, and acute. And there is another large 
figure bringing flowers in a fold of its garment to cast beneath the 
feet of the bodhisattva, which is again almost like an angel from 
Reims. Here are some curious beardless heads whose solid construc¬ 
tion, intense expression, and value as portraits — not to speak of 
their head-dress, a sort of cowl or hood — no longer have any kin- 
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ship with the antique, but proclaim themselves definitely mediaeval: 
they might be pages or clerics of the Burgundian school. We find here 
troopers with moustaches, or, again, an ecorche (study of muscles) 
worthy of Ligier Richier. Thus the plaster figures from Hadda al¬ 
ready foreshadow and herald the whole of the Christian sculpture 
of France, including the realistic school of fourteenth-century French 
Gothic. Christs in glory or Christs in judgment, apostles and King 
Davids, angels and youths, figures in hats recalling our pages and 
fools, caryatids, faces of demons and gargoyles — the statuettes of 
dried clay from Hadda, as they appear in the second cabinet at the 
Musee Guimet, seem like anticipations of all our mediaeval types — 
a Gothic dating from a thousand years previous to our own, which 
could have had no influence on ours either geographically or in 
point of time, and w 7 hose development can only be explained by some 
philosophical theory, as illustrating some law 7 of the human mind! 1 

In our opinion, w r e have here a fact w 7 hose import goes beyond the 
domain of Greco-Buddhist art and is of exceptional importance for 
the general history of art. We may state it as follows: as the Middle 
Ages drew near, the Greco-Roman art of the Far East , when left to 
its own devices and evolving in accordance with its ow r n traditions, 
was busy, at the very moment when it was brutally destroyed by the 
invasion of the Huns, in inventing the very formulas towards which 
the Greco-Roman art of western Europe was to work its way some 
centuries later — the Romanesque and the Gothic. 

This law 7 may perhaps be explained as follows: given, both in the 
West and at Gandhara, the purely formal conventions of Greco-Roman 
art as a basis — Gallo-Roman in the West, Greco-Buddhist at Gan¬ 
dhara — we next see the rise of two great world religions — Latin 
Christianity in the West and the Buddhism of Mayhayana on the Indo- 
Afghan frontier — which upset the general conception of life and 

1 See Sir John Marshall: Excavations at Taxila; the Stupas and Monasteries at Jaulidn, 
Memoirs of the Archaeological Survey of India, No. 7 (1921); J. J. Barthoux: Les Fouilles 
de Hadda , Memoires de la Delegation Archeologique Fraricaise eri Afghanistan (Paris, 1930). 
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raise the mind above itself. These two religions, though of course dif¬ 
fering in their dogmas, are each inspired by a similar idealism and 
mysticism, a poetical type of piety and sensibility which had much in 
common. Under the influence of these two higher types of idealism we 
may see the Greco-Roman substratum undergoing two parallel proc¬ 
esses of transformation, which follow similar laws in almost identical 
fashion. Without any possible geographical contact or any imagi¬ 
nable historical communication, Gothic was invented twice over at an 
interval of a thousand years — undoubtedly by no means the least 
curious of the adventures of the human mind. Let us hasten to add 
that this theory applies to the field of Gandharian art, properly so 
called. It is a matter of fact that this Greco-Buddhist style existed in 
Afghanistan and was carried farther and farther afield by the mis¬ 
sionaries of Sakyamuni, century after century, across central Asia; 
and that from it, as we shall show in the third volume of this work, 
was to be derived the great Wei art of China in the fifth and sixth 
centuries. 

We might attempt to establish a similar connexion between its 
ideals and those of Byzantium. A fresco from Hadda at the Musee 
Guimet, representing a standing Buddha with nimbus and aureole, 
with his hand in the abhaya mudra (a Christian benediction!), is an 
anticipation of the Romano-Byzantine Christ in its attitude, its theo¬ 
logical spirit, its pictorial technique, and its general convention. 

Another conclusion to be drawn from the Afghan finds is that of 
the importance of the Iranian element in the formation of this Bud¬ 
dhist art on the frontier of central Asia. The old Bactrian province 
must have been subdued about 230 by the great Sasanian king Arda- 
• about 303—310 we even see the Sasamd Hormizd II becoming 
the father-in-law, and doubtless the suzerain, of the last Kushan king 
of Kabul. From that time until the fifth century Bactria was a de¬ 
pendency of Persia; after which it was invaded by the horde of the 
Ephthalite Huns. It was next conquered by the Sasanid king Khos- 
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rau I about 566, and it was not till the end of that century that it was 
definitely wrested from Persia by the Turks. 

The long association of a Sasanid viceroy with the Buddhist church 
in Bactria explains the correspondence revealed by the frescoes at 
Bamiyan (Afghanistan). The celebrated frescoes studied in 1924—5 
by Monsieur and Madame Andre Godard and Monsieur Hackin, 
and in 1929—30 by Messieurs Hackin and Carle, show us Gan- 
dharian Buddhas and Indo-Gupta genii side by side with Sasanid 
kings and equally Iranian lords. 1 The Sasanid kings, bearded and 
wearing tiaras, are certainly those of the reliefs of Naqsh-i Rustam 
and Naqsh-i Rajab, and form an exact transition between the Mazdean 
of Iran and the hitherto inexplicable Sasano-Buddhist of the Khotan 
(Dandan-uiliq) region, brought by Sir Aurel Stein to the British 
Museum. But it is the beardless Iranian lords at Bamiyan w 7 ho give us 
the most delightful surprise. At the very first glance we feel con¬ 
vinced that they are the prototypes of the famous horsemen, showing 
Persian influences, discovered by Von Le Coq on the frescoes at Qizil, 
near Kucha in the Gobi region. In this connexion nothing could be 
more significant than a comparison between the solar and lunar 
genii of the niche of Buddha, some 180 feet in size, at Bamiyan, 
copied by Madame Andre Godard for the Musee Guimet (fifth cen¬ 
tury ), and the elegant young men who painted their own portraits 
in the “ Grotto of Paintings ” at Qizil, fragments of wdiich were 
brought to Berlin by Herr Von Le Coq (sixth—seventh centuries). 
We can feel no further doubts on the subject: these slender noblemen 
of Kucha, tightly wrapped in their long, wide-flapped tunics, stand¬ 
ing tiptoe upon the walls of the Museum fur Volkerkunde, are cer¬ 
tainly the direct heirs, both in type and in costume, of the genii of 
the Irano-Buddhist princes whose image has been yielded up to us 
by Bamiyan — until we come to Dukhtar-i Nushirvan. The same 

1 A. Godard, Y. Godard, and J. Hackin: Les Anliquiies bouddhiques de Bamiyan , 
with notes by Professor Pelliot (Paris, Van Oest, 1928). 
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chivalrous aristocracy, with the same arts and fashions, is to be found 
in Greater Iran from Afghanistan to the remotest oasis of the desert 
of Gobi. 

Thus the Greco-Buddhist (or Gothico-Buddhist) art and the Irano- 
Buddhist art of the Punjab and of Afghanistan appear as the ante¬ 
chamber to the art of central Asia. It was in them that the schools 
took shape which we shall afterwards see developing in Khotan, 
Kucha, and Turfan and as far afield as Tun-huang. The latter can 
show no faces which do not already appear — down to the square 
construction and central Asiatic impasto — in certain Hadda figu¬ 
rines and frescoes of Bamiyan, in some of the many heads of Bud¬ 
dhas, bodhisattvas, and flying genii. 

But here we are departing from the subject of the present volume. 
In order to follow out the history of 66 Buddhist Gothic ” we should 
have to leave India and transport ourselves to the China of the Wei 
period in the fifth century — the transition to which is, moreover, 
provided by a little slate relief from Hadda with a bodhisattva 
seated in European fashion—that is, with crossed legs — in his 
niche, which has obvious analogies with the reliefs photographed by 
Chavannes in the Wei grottoes of Yun-Kang (see Vol. III of the pres¬ 
ent work, chapter ii, and Fig. 103—170). 

In India, however, Buddhist art had followed an entirely different 
development. 

GUPTA ART: THE FORMATION OF THE INDIAN 
/ESTHETIC IDEAL 

The DOMINATION OF THE VARIOUS FOREIGN DYNASTIES WHICH HAD 
so long held sway over northern India at last came to an end in the 
third and fourth centuries of our era, when a great national empire, 
that of the Gupta dynasty, was founded in the eastern part of the 
Ganges basin in the former land of Magadha (Behar and Bengal), 
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and ruled over northern and central India during the whole of 
the fourth century and three-quarters of the fifth. After the fall of the 
Gupta Empire another great Indian empire arose, again on the 
Ganges, in the first half of the seventh century, under King Harsha 
of Kanauj. As for the Deccan, it had preserved its independence 
under a number of native dynasties, the chief of which was that of 
the Andhras, lasting from about 200 b.c. to a.d. 200 and succeeded 
by that of the Pallava, lasting from the third to the eighth centuries. 

It was under these various national dynasties that an aesthetic ideal 
which may properly be called Indian took definitive shape, by devel¬ 
oping the indigenous elements existing at Bharhut and Sanchl and 
adapting the foreign elements of Gandhara. 

This aesthetic ideal is already present in the earliest art of Ma¬ 
thura, which was contemporary with that of Gandhara, since both 
of them flourished during the first two centuries of our era, under 
the rule of the Indo-Scythian or Kush an kings. The Buddhas of the 
Mathura school, which are fairly well represented in the museums of 
Mathura and Sarnath-Benares, are definitely distinct from those of 
Gandhara. 1 Mr. A. Coomaraswamy, who has made a special study 
of them, notes their distinguishing characteristics as follows: the head 
is shaven, with no curls; when necessary, the ushmsha is in the form 
of a spiral; there is no urnd between the eyes; the right shoulder is 
always bare; the chest is very full; the drapery clings closely to the 
body, so closely that its conventionalized folds give the impression 
of a wet garment; the general expression is vigorous rather than 
gentle. Mr. Coomaraswamy thinks that this style (which was also used 
at Mathura for Jain statues) owes nothing to Greco-Buddhistic mod¬ 
els, and that it is this school far more than the Greco-Buddhist one 
which created the first representations of Buddha. We must admit 
that, in spite of this eminent archaeologist’s arguments, v r e adhere to 

1 See Philippe Yogel: La Sculpture de Mathura, Collection Ars Asiaiica, Yol. XY 
(Paris, Yan Oest, 1930), Pl. XXVI; Coomaraswamy: “ Sculptures from Mathura, 
Bulletin of the Museum of Fine Arts, Boston, Yol. XXV, No. 150 (August 1927), pp. 50-4. 
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the old theory, held by Monsieur Foucher, which, on the contrary, 
regards the Buddhas or Jinas of Mathura as an Indian adaptation of 
the art of Gandhara. Here again the transition from the heavy draper¬ 
ies of Gandhara to the “ wet ” garments of Mathura seems to us to 
be logically a step in the direction of the “ Gupta nudes ” of the next 
period (cf. Fig. 42). Similarly, the exaggerated force which charac¬ 
terizes these works seems to us to reveal a certain awkwardness on 
the part of the Indian sculptors who had inherited the plastic tradi¬ 
tions of Gandhara, until the time when they found their perfect ex¬ 
pression in the melting softness of Gupta art. For the rest, this 
“ Indian revival ” finds free scope in the nude female figures of the 
Kushan period in the museum at Mathura, and especially in the group 
of the woman and child, which seems to have been a particular fa¬ 
vourite of this school. We still find here the same ideal of feminine 
beauty as at Bharhut and Sanchi, the full bust and the heavy breasts 
contrasting with the slender waist, and the sideward thrust of the 
hip elevated into an aesthetic canon. 1 But, while losing none of its in¬ 
toxicating charm, this voluptuous style of Indian beauty how gained 
in refinement. Its proportions became more harmonious, its seduc¬ 
tion more sophisticated. We are on the way towards Amaravati and 
Mavalipuram. There is a statue in the Musee Guimet (Fig. 84-85) 
which, well on in the Middle Ages, seems to be in harmony with the 
tradition of these studies of motherhood at Mathura. 

At Amaravati the artistic evolution is more continuous. 2 This city 
of the eastern Deccan, between the mouths of the Godavari and the 

1 Philippe Vogel, op. cit., PL XVIII-XIX. 

2 Cf. A. Foucher: “ Les Sculptures (TAmaravati,” Revue des arts asialiques , V, i, 9; 
A. Coomaraswamy: “ La Sculpture buddhique” ibid., V, iv, 244-52; L. Bachhofer: 
Early Indian Sculpture, II, PL 108-131; Codrington: Ancient India (1926), PL 27; T. N. 
Ramachandran: “Buddhist Sculptures from a Stupa near Goli, Guntur District,” 
Bulletin of the Madras Government Museum, I, i (Madras, 1929); M. S. Dimand: “Two 
Indian Reliefs of the Amaravati School,” Bulletin of the Metropolitan Museum of Art, 
New York, No. 10 (October 1928), p. 238; M. S. Dimand: “A New Indian Relief of the 
Amaravati School,” ibid., Yol. XXV, No. 5 (May 1930), p. 131. 
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Krishna, was for a time the capital of the powerful kingdom of the 
Andhras — the Andarae of Pliny — which lasted, as we have said, 
from the second century B.c. till the third century of our era and 
constituted what was in many respects an “ Indian India,” a refuge 
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Vishnu as the lion-king, Ellora. 
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for the national genius, as opposed to the Greco-Scythian governments 

established in the north. 1 The art of the region of Amaravatl (Fig. 

31), as we can admire it in the Madras Museum, and now in the 

Musee Guimet as well, forms a peculiarly precious link between the 

ancient schools of Bharhut and Sanchl and mediaeval Hindu art. 

The breach of continuity caused in the north by imitation of the 

1 See Devaprasad Gosh: “ Development of Buddhist Art in South India,” Indian 
Historical Quarterly , 1928, pp. 724-40. 
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Hellenistic style did not occur here, where the Indian genius pursued 
its development freely, with nothing to thwart its tendencies. In fact, 
such a figure as the woman carrying a chauri, or fly-fan, on a relief in 
the Musee Guimet, from the region of Amaravati, is, both in costume 
and in physiognomy, a racial type in the earliest Indian manner 
which might have come from Sanchi (Fig. 27). Similarly, in the 
fine marble relief of the Temptation of Mara from Nagarjunikonda, 
which seems to date from the second century of our era (Fig. 28), 
the Buddha, in accordance with the manner of the early school, is 
represented only by his traditional symbols: the bodhi-tree, the empty 
seat, and the footprints. In the figures of his temptresses, too, we may 
admire some nude female figures which have still some affinity with 
the yakshinl of Sanchi, while the elephants of the demon army and 
the various animals in the lower frieze likewise display the vigorous 
and supple realism and the synthetic power which were to remain the 
heritage of Indian animal-sculptors from Asoka’s pillar at Sarnath 
down to Mavalipuram. 1 

On the next relief, which, though belonging to the same group, is 
of a later date — the fourth century — and represents u The Life in 
the Women’s Quarters ” (Fig. 29) and “ The Sleep of the Women” 
(Fig. 30), we still see the same naive,paganism and innocent delight 
in the nude as were revealed to us by the masters of Bharhut and 
Sanchi. Here, indeed, thanks to the more perfect technique, we even 
find a more refined sensuality and a still more delightful freshness. 
Has the chisel ever been wielded with a more caressing touch, or ex¬ 
pressed such love of life, as in the group of the little seated queen 
being helped to her feet by a dwarf or a little child — or is the child 
teasing her? The fact is that a profound change has meanwhile taken 
place: the bodhisattva, who had hitherto been indicated merely by 
allusive symbols in the scene of the Temptation, is now represented. 

1 The same naturalistic style inspires the animal reliefs on the well-known moonstones 
of Ceylon. 


For in the mean time the example of Gandhara had spread as far as 
the Deccan. Moreover, on a fourth relief, which shows us the Buddha 
surrounded by praying figures, we find a true Buddha of the Gan- 



Figure 81 

Mahesamurti (triple image of Siva) of Elephanta. 
— Photo, Goloubew. By permission of Messrs. Van Oest 


dhara school, which is all the more striking because the scene imme¬ 
diately below it on the same slab shows us types which are more spe¬ 
cifically Indian. We may add that, not far from this scene, Monsieur 
Jouveau-Dubreuil has also discovered, and sent to the Musee Guimet, 
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a curious head of Buddha which is not Greco-Buddhist, but “ Ro- 
mano-Buddhist,” the lower part of the face being of a curiously 
Neronian type. This should not surprise us too much when we re¬ 
member that close at hand was found a coin of the Caesars — an ob¬ 
vious piece of evidence, as Monsieur Jouveau-Dubreuil remarks, of 
the maritime relations which formerly existed between Roman Egypt 
and the Andhra kingdom. 

This group of scenes from Amaravati is, moreover, remarkably 
varied, without losing any of its obvious unity. There are as many 
styles as there are scenes. After the figures in the relief of the “ Life 
in the Women’s Quarters,” which are so sensual as to seem almost 
melted into softness by their own ardour, we find in a fifth relief of 
a later date — the sixth or even the fifth century — figures of princes 
or women whose slender and almost Botticellian elegance fore¬ 
shadows the frescoes of Ajanta. 

The school of Amaravati can show many a scene which is a veri¬ 
table picture in stone, perfect in its composition, by some very great, 
though unknown, artist. We need only look at the medallion contain¬ 
ing the story of the infuriated elephant, now in the Madras Museum 
(Fig. 32). Drugged by the treacherous Devadatta, the beast is let 
loose in the Buddha’s path, and charges the crowd, overturning 
everything. We can see it on the left seizing an unfortunate man and 
hurling him away. The impetus of the charging beast, the terror of 
the crowd, the gesture of the two lovers who cast themselves into each 
other’s arms in the face of death — this whole scene of panic forms 
a striking contrast to the sequel as shown on the right-hand side of 
the medallion, where the beast, tamed by “ the power of Buddha’s 
kindliness,” prostrates itself before the calm and smiling Blessed 
One. 1 

1 The same scene is represented on a sculptured stone recently found at Nagarjuhi- 
kopda, near Amaravati See P. Vogel: “Further Discoveries on the Site of Nagarjuhi- 
konda,” Annual Bibliography of Indian Archaeology for 1927, Kern Institute, Leiden, 1929, 
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We have mentioned the elegance of the nude figures in the second 
Amaravatl manner. Some of the nude female figures are real tours 
de force — for example, those in the scene of the women prostrat¬ 
ing themselves at the feet of the Buddha (Fig. 33). 1 Further on we 
are shown some handsome young prince, in the midst of his court of 
servants and undressed women, clad in nothing but a light waist- 
cloth, and leaning on his elbow upon his throne of state in a pose of 
ineffable pride (Fig. 36). 2 Or, again, in the Adoration of the stupa 
(Fig. 38) and in the descent of the elephant of the Conception, -whose 
miraculous shrine is borne by the gods (Fig. 39), we may observe 
the nude figures of very elongated proportions hovering in the air 
or dancing, and the extraordinary elasticity of their movements, 
which are characteristic of one whole side of the art of Amaravatl 
and foreshadow that of Aihole and Mavalipuram (Fig. 40). 3 By this 
time we have travelled far from Sanchl. Or, rather, the purely natural¬ 
istic art of Sanchl has now become spiritualized by a higher influ¬ 
ence, which has raised life to a higher plane and attained an idealism 
of the highest order. And so we come to Gupta art. 
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1 Among the most delightful works of the school of Amaravatl treated in this way, I 
would draw particular attention to the two nude female figures seated in postures of 
amazing freedom, with crossed or bent legs, one on each side of a prince on his throne, 
which form part of a carved stone recently found at Nagarjuhikonda. I know few studies 
of the nude so moving in their slender grace. Even the nudes of the Alexandrian school 
would almost seem cold by comparison. This scene is reproduced by P. Vogel in the 
Annual Bibliography of Indian Archeology for the year 1927, Kern Institute, Leiden, 
1929, Pl. V. The same remark applies to the circular relief at Amaravatl showing serpent 
deities (nagas) in attitudes of adoration round the Buddha’s alms-dish (reproduced 
in particular by P. Vogel, in Indian Serpent-lore, PL X, Fig. b). The same elasticity 
of movement may be noted in the early reliefs at Anuradhapura, Ceylon. See the “ An¬ 
nunciation,” in the Colombo Museum, reproduced in the Ceylon Journal of Science, 
Section G, Vol. I, Pt. 3 (edited by M. Hocart), Pl. XLII. The connexion between Ceylon 
and Amaravatl is equally evident in the “ Miracle of Sravasti ” in the Colombo Museum 
(ibid., PL XLIII), in two pillars from the northern tope, Anuradhapura (ibid., Pl. XLIV), 
and in the charming ndgaraja of the eastern tope, Anuradhapura (ibid., PL XLV). 

2 Cf. the ndgaraja from Goli in the same style, reproduced by Ramachandran in the 
Bulletin of the Madras Government Museum, New Series, I, i, “ Buddhist Sculptures from 
Goli ” (1929), Pl. IV, J; also W. Cohn: Indische Plastik , Pl. 18. 

3 See Henry Cousens: “The Ancient Temples of Aihole, ” Archaeological Survey of 
India, Report, 1907-8 , p. 189, Pl. LXXVI, Fig. 6. 
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Gupta art, so called because it took shape in the Gangetic region 
S J under the reign of the great Gupta dynasty in the fourth and fifth 

centuries of our era, gave 
those tendencies which were 
becoming apparent in the 
later days of the school of 
Amaravatl their supreme 
expression. The Gupta 
schools carried on and used 
for their own purposes both 
the plastic traditions of 
Amaravatl, which were 
characterized by the utmost 
elegance, and the lush sen¬ 
suality of Mathura. But, in 
spite of the spirituality of 
its latest works, Amaravatl 
was still, as a rule, too mun¬ 
dane and restless; the artists 
of the Gupta school were 
to enrich its style with a 
greater spirituality and tran¬ 
quillity. Similarly, the 
pagan full-bloodedness of 
Mathura, a survival from 
the old schools of Bharhut 
and Karl!, 1 could no longer 
suffice for an age so pro¬ 
foundly and subtly meta¬ 
physical as the Buddhist fourth century: the Gupta artists recast it in 
the mould of a new canon of beauty — and thus was born the aesthetic 
ideal of India. 

1 See P. Vogel: La Sculpture de Mathura, Collection Ars Asiatica, VoL XV (Paris, 
Van Oest, 1930), PL XVIII and XIX (pillars of Bhutesar, Museum of Mathura). 



Figure 82 

Mahesamurti of Elephanta, detail. 
— Photo , Goloubew. By permission of 
Messrs. Van Oest 
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We say designedly a new (Esthetic ideal, and not merely a new art. 
We may note that this Indian aesthetic ideal presupposes a philosophy 
familiar with the Greek aesthetic canon, but which no sooner became 
familiar with it than it emancipated itself from it and created for 
itself a canon of equal value. In thus shaking itself free from Greek 
classicism, which had degenerated at Gandhara into the common¬ 
place, Gupta art gave birth to a new classicism, and this time a liv¬ 
ing one, for it was conditioned by its own surroundings. Gupta art 
based its plastic conventions not only upon a knowledge of Indian 
costume and of the conditions of subtropical life, but also upon an 
understanding of the Indian body itself. 1 It did away with the dra¬ 
peries which cumbered these bodies accustomed to transparent mus¬ 
lins: drapery was henceforth indicated merely by the liquid undula¬ 
tions — one might almost call them ripples — of a diaphanous 
garment which seems to cling to the limbs as though wet ; till the time 
came when even these undulations disappeared and the garment was 
indicated only by a restrained use of intersecting terminal lines. 

At the same time Gupta sculpture restored to the Indian form its 
native softness and suppleness. In expressing the proportions of the 
body it took its measurements, not from the geometrical criteria of 
the Greeks, but from the living curves found in nature — in the 
habit of growth of a flower, in the flowing movement of the animal 
form beneath its fur or hide. The face was now to have the oval form 
of a finely shaped egg, till, in the Pala art of Bengal, it came to fol¬ 
low the more nervous lines of the betel-leaf. The forehead, between 
the hair and the eyebrows, had to have the lines of a drawn bow. The 
regular line of the eyebrows had also to resemble a bow or the leaves 
of the neem-tree. The darting glance of a woman’s eyes was com¬ 
pared to the wagtail, and their soft glance to the eyes of a roe, while 
the eyes of divinities were like the lotus. A woman’s nose was like a 
sesame-flower, the “ moist, soft, red ” lips were comparable to the 

1 See Abanindranath Tagore: Some Notes on Indian Artistic Anatomy , published by 
the Indian Society of Oriental Art, Calcutta, 1914. 
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red fruit of the bimba-tree. The form of the chin was expressed by 
the simile of a mango-stone, the line of the neck by that of a shell; 
the softness of the body was like the muzzle of a cow, and the hero’s 
breast like the body of a lion. The shoulder and forearm were curved 

like an elephant’s trunk, 
while the forearm was also 
compared to the bole of a 
banyan-tree, and the fingers 
had the fullness of a bean- 
pod; the calf of the leg 
swelled like a spawning fish, 
and the hands and feet were 
two lotus-flowers. 

As to the favourite pose of 
the body, and especially of 
the feminine body, it was that 
of “ the three bendings (trib- 
hanga) ” — that is, with the 
head inclined towards the 
right (in female statues), and 
the bust turned towards the 
left, while, thanks to the In¬ 
dian predilection for a side¬ 
ward thrust of the hip, the 
legs would again turn towards 
the right. The pose of male 
statues would be the exact opposite, the head being inclined towards 
the left, and so forth. (See Abanindranath Tagore, op. cit.) 

This care to imitate the curves of flowers and animals, this predi¬ 
lection for “ compensating ” attitudes, which cause the body to yield 
the utmost plastic effect of which it is capable and seem to offer it to 
one like some great drooping flower, infused fresh life into the Indian 



Figure 83 


Mahegamurti, central face. 
— Photo, Goloubew 
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aesthetic ideal. From this time onwards, for ten centuries to come, it 
was to be inspired by a supreme sense of rhythmic beauty. In future 
nothing abrupt survived in it. The contours of the limbs were softened 
into a melting line of ineffable suavity. Thus was produced a com¬ 
posite, flexible, simple, and harmonious art in which, since no sec¬ 
ondary detail was allowed to interrupt the general line, earthly 
beauty was to be the direct expression of the highest spirituality. 
Thus, although from this time onward the nude predominated, no 
nudity could be more chaste than that of Gupta art. Thus in the period 
between the naively pagan art of Sanchl and the heavily sensual art 
of the southern Deccan in later days, w r e reach the highest flights of 
the Aryan soul. 

The two most felicitous specimens of Gupta statuary are the 
Buddha of the museum at Sarnath, seated in Indian fashion and mak¬ 
ing the gesture of preaching, known to Indian critics as the dharma- 
chakra mudra (gesture of moving the Wheel of the Law), a brilliant 
sandstone figure some fifty-four inches in height (Fig. 41), 1 and the 
standing Buddha, about seven feet high, from Jamalpur, now in the 
museum at Mathura (Fig. 42), the former of which is almost nude, 
the latter attired in a transparent drapery, while both are surrounded 
by the huge circular aureole of the Gupta school, and date from 
the fifth century of our era. 2 We may also mention the colossal 
copper Buddha of Sultanganj, now in the Birmingham Museum, a 
marvellous young Indian body living and breathing beneath the 
transparent muslin. 3 The limbs are pure and harmonious, the faces 
have a tranquil suavity, and it is inspired by an art so steeped in 

1 Cf. Nanda Lai Bose: “A Stone Image of the Buddha in the Sarnath Museum,” in 
Rupam for October 1925; F. 0. Obertel: “ Excavations at Sarnath,” Archeological Survey 
of India, Report, 1904-5, p. 84, Pl. XXIX; H. Hargreaves: “Excavations at Sarnath,” 
ibid., 1914-15, p. 97, PL LXIII. 

2 Cf. P. Vogel: La Sculpture de Mathura, Ars Asiatica, XV (1930), PL XXXII; 
and in the same work, three other beautiful Buddhas, of the Gupta school, now in the 
museums of Lucknow and Calcutta (PL XXXI). 

s Cf. Arunsen: “ Bronze Buddha from the Birmingham Museum,” in Rupam , January 
1925. 
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intellectualism as to be a direct expression of the soul through the 
purely ideal beauty of form. Perhaps we shall understand the char¬ 
acter of these works better if we consider that they are contemporary 
with the luminous and fluid metaphysics of the great Indian idealists 
of the fifth century, an Asanga or a Vasubandhu. To adopt the term 
coined by V. Goloubew, we are here dealing with an art which is no 
longer Indo-Greek, but, having eliminated Greece and the West, is 
henceforth Indo-classical. „ 

The art of Ceylon, Farther India, and the Malay Archipelago is 
also akin to the art of Amaravatl and the Gupta art of the Ganges. 
A curious proof of this has recently come to light: there is a beauti¬ 
ful and well-known Buddha from Amaravatl in the Madras Museum, 
attired in a monastic cloak hanging in small folds, and with the hair 
in close curls in the Gupta fashion. Now a replica of this figure has 
been found in Annam, among the Cham works at Dong-du’o’ng, and 
has been identified by Monsieur Victor Goloubew as coming from 
Ceylon (Fig. 43—'14). 1 “The history of sculpture in Ceylon,” says 
Monsieur Hocart, “ begins with the school of Amaravatl.” Two works 
of that school, executed at Amaravatl, one representing a Buddhist 
Annunciation, the other the Great Miracle, were found in a ruined 
building south of the Anuradhapura-Trincomalee road and are now 
in the Colombo Museum. 2 “ Another fragment of a square pillar from 
the northern tope at Anuradhapura is marked by that slimness and 
vivacity in which the Amaravatl sculptors delighted (Colombo Mu¬ 
seum, No. 30).” 3 Ceylon was afterwards affected by Gupta influ¬ 
ence. The early Gupta period is represented by a rather pleasing 
bas-relief of a man and woman at Isurumuniya (Anuradhapura), 

1 See Bulletin de VEcole Frangaise d'Extrerne Orient, XXI (1922), p. 72, Pl. XI; 
Archaeological Survey of India, Report , 1905-6, “ Excavations at Amaravatl,” PL LI; and 
the bronze statuette of a Buddha discovered at Kohat, Siam, reproduced by Coedes, 
Indian Art and Letters (1930), I, PL B (“Indian Influences upon Siamese Art”), 
xr i 2 Hc l cart: " Archaeological Summary,” in Ceylon Journal of Science, Section G, 

Vol. I, Pt. 3 (January 13, 1927), p. 95, PL XLII, XLIII. 

3 Ibid., PI. XLIV. 
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which shows considerably more mastery and freedom than the pre¬ 
vious examples ” (Hocart). 1 The best of the Sinhalese “ moonstones ” 
that is, circular stones with processions of animals — belong to 
the end of the Amaravati school and the beginning of Gupta influ¬ 
ences properly so called: for example, the celebrated moonstone of 
the so-called Queen s Pavilion at Anuradhapura, “ a work executed 
in a very hard stone, with a care and delicacy which in no wise ham¬ 
per the vitality; the elephants, as usual in Indian art,” says Mon¬ 
sieur Hocart, are much better understood than the other animals 
and would be hard to surpass; yet even the least real of the animals 
(bullock, lion, horse, goose) have considerable artistic merit.” 2 But 
purely Gupta influence is evident in the splendid great Buddha of 
Anuradhapura, making the gesture of meditation ( dhjana mudra ), 
more than two yards in height, and dating from the fourth or fifth 
century, which Mr. A. Coomaraswamy justly admires as one of the 
masterpieces of Indian art — own brother to the Buddha of Sarnath! 
At the end of the thirteenth century Sinhalese sculpture w T as still 
capable of producing masterpieces, such as the famous standing 
bearded statue of Potgul-Vihare, at Polonnaruva, known as the 
statue of King Parakrama Bahu I, represented reading a book, in 
an attitude of amazing dignity and calm majesty. 11 

In the course of the foregoing paragraphs we have alluded to 
certain finger-gestures {mudra) or seated attitudes ( asana ) of Bud¬ 
dhist statues. For, just as the art of Gandhara stereotyped once and 
for all the traditional scenes in the life of Buddha, so Gupta art, 
with the Pala art which was its continuation, established once and 
for all the religious and artistic canon of Buddhist gesture and 
attitude. 

1 Ibid., PI. XLVIII. 

2 Ibid., PI. LII B. 

3 Cf. Hocart, op. cit., PL LVI. For Sinhalese art in general, see Coomaraswamy: 
Mediaeval Sinhalese Art (London and Broad Campden, 1908). 
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In accordance with the sacred texts, the Buddha is generally repre¬ 
sented as seated upon a lotus throne ( padmdsana ). In this pose of the 
padmdsana he is seated in the Indian fashion, with the legs crossed 
in such a way that each foot is made to lie upon the opposite thigh, 

with the sole upwards. One 
variant of this pose was that 
of the vlrdsana, “ the pose 
of the hero,” in which the 
right foot is hidden beneath 
the left leg instead of lying 
upon it. A second variant is 
the yogasana, or seated pose 
of meditation, in which the 
knees are a little raised, and 
supported by a band, accord¬ 
ing to the custom of the 
yogis. 

In addition to these al¬ 
most hieratic attitudes, 
which denote the sublime 
immobility of the Illumina¬ 
tion or, at the very least, 
the majestic calm of 
preaching, we find various 
attitudes of “ pastime ” or 
“ ease ” (lalitdsana, suk- 
hasana), the line of which 
is more flexible, one leg being bent and even raised and the other 
hanging down. The best-known of these poses, which is also the most 
elegant, is that of “ royal pastime ” or “ royal pleasure ” ( maharaja 
lilasana), in which the left leg is bent and the right knee raised to 
support the right arm, while the right hand hangs down from the 



Figure 84 

Relief called “ Maternity” (perhaps a HaritI), 
northern India, c. ninth-tenth centuries. 

— Musee Guimet. Photo , Gauthier 




BUDDHIST AND BRAHMAN INDIA 145 

knee, the torso leaning slightly backwards and being supported by 
the left arm, which is propped against the throne. 

As for the standing statues — for instance, the Buddha of Ma¬ 
thura — either they are in a rigid and strictly frontal position or 
else, as in the Sultanganj Buddha at Birmingham, there is a slight 
sideward sway of the hips, so that a line drawn through the centre of 
the head, body, and legs is not a straight one, whether the head be 
erect (samabhanga) or inclined to one side (tribhanga), or erect or 
inclined indiscriminately (dbhanga) ; here we have the first begin¬ 
nings of those drooping attitudes — so harmoniously rhythmical, 
if sometimes a little precious — that w 7 ere so much beloved of the 
Sivaite sculptors of southern India later on, in the Middle Ages. 1 

Like these seated postures, the finger-gestures, or mudra, have 
also been the object of a learned classification. The one most fre¬ 
quently met with in Buddhist statues is the gesture of medita¬ 
tion ( dhydna mudra), which occurs in association with the atti¬ 
tude of the padmasana, and in which the hands of the Buddha rest 
upon his lap, one upon the other, with the palms upwards and the 
fingers outstretched. Next comes the gesture of giving or charity 
(vara mudra , varada mudra), with the hand drooping, the open palm 
downwards, and the fingers outstretched and bent forwards. Next 
comes the gesture of “ fearlessness ” — that is, the gesture of re¬ 
assurance (abhaya mudra), with the hand open, on a level with the 
shoulder, the palm being turned frontwards and the fingers raised — 
one of the tenderest and most spiritualized gestures of the Buddhist 
canon. From this gesture is derived that of discussion ( vitarka 
mudra), which is the same, except that the index or the middle finger 
and the tip of the thumb are touching. Another very frequent gesture 

i Among the most happy specimens of Gupta art we should also mention several 
reliefs or statues in Ceylon. We may note in particular the delightful couple — a seated 
man and woman — with a charming pose of matchless mastery and liberty, from Isuru- 
munya, Anuradhapura, reproduced especially by M. Hocart in the Ceybn Journal of 
Science , Section G, Vol. I, Pt. 3 (January 13, 1927), Pl. XLYIII. 
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is that of the starting of the Wheel of the Law ( dharmachakra 
mudra) — that is, of preaching: the two hands are placed before the 
chest, “the right hand turned outwards, with the thumb and the 
forefinger meeting, and the left hand turned inwards, with the thumb 
and forefinger touching the two fingers of the other hand ” (Fig. 41). 
As for the gesture of “ touching the earth ( bhumisparsa mudra),” 
it refers to the scene in which Buddha, when assailed by the Evil 
One, called the Earth to witness: the Buddha, seated in the padma- 
sana attitude, lets his right hand hang down over his right knee, palm 
downwards, in such a way that the fingers touch or brush against the 
ground. And, lastly, we have the gesture of adoration, which is also 
that of salutation (anjali mudrci), with the two hands raised and 
pressed palm to palm. 

These ritual gestures are too often studied solely from the point 
of view of religious symbolism. But it is worth while to linger over 
them for the sake of their essentially aesthetic quality as well. 1 Never, 
indeed, has the spiritual value of the hands — those flowers of the 
flesh, which hold within their chalice the whole of human tenderness 
and thought — been comprehended with such mystical insight. The 
whole of the great peace of Buddhism is contained in the gesture 
known as dhydna mudra. The whole of the Blessed One’s “ power of 
gentleness is revealed in that ahhaya mudra, in which, for twenty- 
four centuries past, half humanity has found a refuge. On the other 
hand, what calm assurance in the gesture by which he takes the earth 
as his witness; what supreme elegance — the finished grace of rea¬ 
son in the perfect sage in the gestures of discussion and of the 
dharmachakra ! And, as though to prove the universal value of these 
sacred gestures, are not the anjali and vara mudra Christian symbols 
too, in which all pure hearts, from Fra Angelico to the masters of 
Ajanta, have joined in expressing their double ideal of faith and 

1£ \ Sec Coomaraswamy and Duggirala: The Mirror of Gesture (Cambridge, Mass., 
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charity ? When the Buddhist mudra find interpreters worthy of them, 
they are, if we may be allowed to borrow the language of Ruskin, 
64 gestures of the soul,” transposing pure moral beauty into its direct 
aesthetic equivalent. 

These principles find a peculiar application in Buddhist painting, 
and notably in the frescoes of Ajanta. 

The chief group of Buddhist paintings in India is that at Ajanta. 1 
This somewhat isolated spot, situated to the extreme north-west of 
the domains of the Nizam of Hyderabad, in the direction of Khan- 
desh, once contained a whole collection of vihdra and subterranean 
monasteries, adorned by the piety of the faithful with a large number 
of mural frescoes, dating from the second to the seventh centuries. 

The earliest of these frescoes are those in caves 9 and 10, exe¬ 
cuted about a.d. 100 under the dynasty of the Andhras. We may re¬ 
member that the Andhras, who ruled over the Deccan, w r ere also the 
sovereigns of Amaravatl. The earliest frescoes at Ajanta are thus in 
historic connexion with that art of Amaravatl whose importance in 
the formation of the Indian aesthetic ideal we have seen above. In other 
words, the frescoes of caves 9 and 10 in no way represent a primitive 
art. On the contrary, as Mr. Percy Brown observes, here, as at 
Amaravatl, we are concerned with an art which has already reached 
maturity and commands attention by its bold style and singularly 
vigorous drawing. The scenes are in general well-balanced, the fig¬ 
ures skilfully drawn; and the treatment of the hands already reveals 
that mystic feeling which is the secret of the masters of Ajanta. 

After a gap of two and a half centuries we arrive at a new period 

1 See Victor Goloubew: “ Documents pour servir a Vetude d* Ajanta, Les Peintures 
de la premiere grotte” Collection Ars Asiatica, Vol. X (Paris, Van Oest, 1927); Griffiths: 
Paintings in the Buddhist Cave-temples at Ajunta (London, 1896-7); Lady Herringham: 
Ajanta Frescoes (India Society, 1915); Foucher: “ Preliminary Report on the Interpre¬ 
tation of the Paintings and Sculptures of Ajanta,” Journal of the Hyderabad Archaeologi¬ 
cal Society, 5, 1919-20, and Journal asiatique, Paris, 1921, I, 201-45; Marcelle Lalou: 
“Decorations des monasteres bouddhiques” Revue des arts asiatiques, V, 1928, p. 183. 
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of artistic bloom, represented by the pillars in cave 10. These paint¬ 
ings, which seem to date from about 350, under the Gupta dynasty, 
display a fairly considerable difference of style from the works of 
the second century. In the first place, here too, as at Amaravatl, the 

Greco-Buddhist art of Gan¬ 
dhara has made its influence 
felt in the mean time. The 
treatment of the Buddhist 
nimbus and that of the dra¬ 
pery, in particular, reveal 
unquestionable affinities 
with Gandhara. On the other 
hand, as Percy Brown points 
out, though these works be¬ 
tray a certain conventional¬ 
ism, the drawing of the 
-figures shows a noble sim¬ 
plicity, a dignity and 
breadth of attitude, which 
mark a progress upon the 
previous series. Side by 
side with the influence of 
Gandhara, this is, strictly 
speaking, the contribution 
of the Gupta period. 

The third series is made 
up of the frescoes of caves 
16 and 17, which date from about the year 500, under the reign of the 
little local dynasty of the Vakatakas, who were connected by blood 
with the Gupta emperors. The earlier in date, cave 16, is remarkable 
for the combination of the figures with architectural motives, “ the 
buildings ” being, moreover, “ of a light and fanciful order ” (Percy 



Figure 85 

North-east Indian sculpture, perhaps school of 
Mayurbanj, Orissa, c. tenth century. 

— Musee Guimet. Archives of the Museum 



Figure 85b 

Lihgodbhava, Dravidian sandstone figure from 
the Loo collection, tenth-thirteenth centuries. 
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Brown). As an example of this manner we may instance a fine Bud- 

dhist triad and an elegant “ Sleep of the Women.” In cave 17, more¬ 
over, Mr. Percy Brown draws attention to a “ narrative style ” which 
is rather striking: it is “ literally a picture-gallery illustrating some 
of the most engrossing episodes in the birth, life and death of the 
Buddha. The conceptions of this group denote less idealism, and 
,, there is a decided feeling for the dramatic. They seem to have been 
^ selected with the object of attracting the observer by means of their 
direct humanitarianism.” The “ Return to Kapilavastu,” the repre¬ 
sentation of the Seven Buddhas, and a variety of scenes of the Vis- 
vantara jataka, in particular, are treated in this spirit. But this popu¬ 
lar — or comparatively popular — vein in no way detracts from the 
character' of distinction possessed by the figures, as is proved by the 
elegant processions of gandharvas and apsaras, as well as by certain 
love-scenes (Fig. 45 and 46). 

Cave 19, with its many Buddhas and its “ Return to Kapilavastu,” 
may date from about 550, so that it forms the link between this 
group and that of the seventh century. 

The last group consists of caves 1 to 5 and 21 to 26. By far the 
most important are caves 1 and 2, which were decorated between 600 
and 650, at the height of the Chalukya dynasty, which reigned over 
the Mahratta territory and held sway over the Deccan from 550 to 
753. Cave 1 contains what are perhaps the most famous frescoes at 
Ajanta — for instance, the “ beautiful bodhisattva ” with the blue 
lotus (a Manjusri or Avalokitesvara, Fig. 47), the weighing of the 
flesh in the Sibi jataka, and the banqueting-scene which was formerly 
supposed to represent Khosrau Parvlz, king of Persia, 1 but, as Mon¬ 
sieur Foucher has established, really represents the god Panchika: 
it may be remarked that, even if it is not concerned with the famous 
Sasanid monarch, as had been supposed, the group in question none 

1 Cf. The Banquet of Persians,” in the Japanese review the Kokka, No. 342 
(November 19].8). There are other coloured reproductions of frescoes from Ajanta in 
the Kokka, No. 323, 324, 325, 345, 355, 374. ' 


Siva. Art of the Carnatic, fifteenth century. 
— Property of Monsieur C. T. Loo 
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the less points unquestionably to an Iranian influence: the scene of 
the banquet of Panchika in cave 1 should be compared with the fig¬ 
ures at Dandan-uiliq, near Khotan, reproduced in Vol. Ill (Fig. 117) 
of this work, which show traces of Sasanian influence and, what is 
more, belong to almost the same period as these figures at Ajanta — 
the eighth century. We may remark, in passing, that this should con¬ 
vince us of the enormous extent of the area over which Sasanian in¬ 


fluences were felt in Oriental painting, from Ajanta as far as 
Kashgaria, by way of Bamiyan and Dukhtar-i Niishirvan. But, to¬ 
gether with these Indo-Iranian affinities, Mr. Percy Brown notes in 
this same cave 1 some curious resemblances both in style and in 
ideal with the Indo-Javanese art of the reliefs of Borobudur, dating 
from the eighth century. 

Cave 2 is the latest in date (Fig. 48) and exhibits two distinct 


styles, one of which, as Percy Brown notes, is broadly conventional, 
displaying a formalism analogous to that of the paintings at Dandan- 
uiliq in Kashgaria, mentioned above; while the same critic adds that, 
side by side with the central figures, which are still the work of very 
great artists, the accessory figures betray weaknesses of workman¬ 
ship and, more generally, a lack of unity which is in contrast with 
the skilful composition of the previous groups. It should also be 


noted that, after the Persian influences, Mr. Percy Brown thinks he 
can here distinguish certain Chinese ones, which is not at all surpris¬ 
ing if we recall the fact that Hiuen-tsang and other Chinese pilgrims 
of:the T‘ang age passed this way. 

Every one of the chief subjects of the Ajanta frescoes is worthy of 
separate analysis. For instance, a study in itself might be made of the 
masculine types, from the elegant kshatriya, with the slight mous¬ 
tache, the transparent garments, and the almost feminine suppleness 
of body, to the more or less Iranian types mentioned above, with 
beards, conical caps, and thick garments. It would also be worth 
while to pick out all the scenes of court life: the train which follows 



Figure 87 

Statue of Brahma. Art of the Carnatic, fifteenth century. 

— Formerly in the possession of Monsieur Loo. Photo , C. T. Loo 


i 
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the young prince riding on his elephant, in cave 1, as he issues forth 
from the palace with an escort of horsemen; the fine procession of 
richly caparisoned elephants with warriors on their hacks and sur¬ 
rounded by horsemen, in cave 17-—a real scene of Indian epic, 
which Monsieur Foucher considers to be an illustration of the 
Simhalavaddna, the story of the merchant Simhala, who became 
king of Ceylon. And, lastly, we really ought to enumerate all those 
scenes of jungle life in which unknown painters as powerful as the 
French artist Barye have brought lo their direct observation of animal 
life a realism and fire worthy of the animal-sculptors of Sanchl —- and 
especially so in the combat of buffalo in cave 1, the melee of ele¬ 
phants in cave 19, and, in cave 10, the herd of elephants in the scene 
of the elephant with six tusks (shaddanta jdtaka). In the same con¬ 
nexion we may note the charming elephants used as decorative mo¬ 
tives on the panels of grotto 1, in the manner of Sanchl and Bodh- 
Gaya. We should likewise observe the supreme elegance of the ante¬ 
lope in the scene of antelope adoring a stupa in cave 17, the 
striking lifelikeness of the monkeys’ gestures in cave 17, or of the 
figures of wolves, and the decorative splendour of the peacocks, which 
are again quite worthy of those at Sanchl. For reproductions of these 
scenes we refer our readers to the splendid albums of Monsieur Vic¬ 
tor Goloubew (Ars Asiatica, Vol. X). 

Apropos of this point—and we purposely harp upon these com¬ 
parisons — it is not without interest to recall the fact that Sasanid 
Persia, on the very threshold of India, possessed an able school of 
animal-sculptors. We need only mention the relief on the right- and 
left-hand walls of the great grotto at Taq-i Bustan, dating from about 
620, and representing the great Khosrau II out hunting, which we 
reproduced in Vol. I of the present work; in addition to the local 
differences we shall distinguish several characteristics which the 
two schools have in common. The elephants in the boar-hunt, in 
particular, seemed to us, when we examined them afresh on the 



Figure 88 

The Seven Mothers. Art of the Carnatic, fifteenth century. 
— Property of Monsieur C. T. Loo 
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spot, to have been greatly influenced, if not directly inspired, by 
Indian art. 

To take another point, a whole study might be devoted to the sur¬ 
vival of classical motives at Ajanta, where we find a sort of amoretti, 
or little genii, inciting cocks or kids to fight—a purely Greco- 
Roman theme that we are surprised to find occasionally associated 
with a Buddhist subject which is still specifically Indian (caves 1 
and 17). The same might be said of the figures of the kinnarls, which 
are copied from the monsters, half-bird, half-woman, of Greek my¬ 
thology. A few scenes further on we may note how the Indian artist 
has adapted these classical motives. Side by side with the naga- 
kanyd (serpent maidens) in the form of sirens of a purely Greek type 
in cave 2, we see in cave 1 other fabulous creatures, having the tail 
and lower part of the body of a siren, but the head and forequarters 
of a buffalo, or even a cow — a typical creation of the Indian genius. 
Similarly, on the decorative panels we find classical Cupids mingled 
with an exotic flora, or even alternating with monkeys, buffalo, and 
charming young elephant-calves with all the grace of a child. Else¬ 
where on the same panels we find the Persian motive of heraldic 
animals face to face, which we shall find as far afield as Turfan in 
central Asia. 

Nevertheless, the predominant factor is always the eternal natu¬ 
ralism of India. We have already found this inspiring the art of the 
great animal-sculptors, arid we still find it as the vital principle of 
these beautiful human,bodies moving freely in the light of the sub¬ 
tropical regions. But in the latter how greatly this naturalism is spir¬ 
itualized in its tendencies and refined in its expression! To convince 
ourselves of this it is only necessary to recall all the nude female 
figures at Ajanta, with their flower-like grace, freedom of line, and 
variety of attitude, which make them, as it were, a poem of Hindu 
womanhood (cf. Fig. 49, 50, 51); for instance, in the scene of the 
Assault of Mara in grotto 1, we may note the seductive wiles of the 



Figure 89 
Statue of a Mother. 

— Property of Monsieur C. T. Loo 
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temptresses, and their enticements full of a wantonness at once child¬ 
like and sophisticated. We need only enumerate all the pairs of lovers 
in grotto 1 and recall their voluptuous languor and refined simplicity, 
the softness of their poses, and their chastely caressing gestures, and, 
above all, the abandonment of spiritual emotion and infinite tender¬ 
ness, which prevent such motives from seeming out of place in a 
Buddhist sanctuary (Fig. 49, 51, 52). 

All who adore pure art will find here a glimpse into the mysteries 
of another Quattrocento, another Florence or Umbria. Before these 
female faces, with their pure oval, their elongated eyes with an ex¬ 
pression at once chaste, voluptuous, and melancholy, and their long, 
slender bodies in poses devised by a sophisticated aesthetic sense — 
before these supple figures with their innocent nudity, we involun¬ 
tarily think of the women of Sandro Botticelli, such as his “ Birth 
of Venus,” and the divine pictures of the period of Italian art preced¬ 
ing Raphael. Indeed, the spirit which animated the artist of the Uffizi 
and that of the old masters of Ajanta are somewhat similar. Both of 
them celebrate, in a spirit of fervent neo-paganism, the artistic value 
of the lines of the female form and the pensive softness of lovely 
youthful bodies; while the Florentine master is just as mindful as 
his distant predecessors at Ajanta of the fact that these graceful crea¬ 
tures have to harmonize with the religious atmosphere of their sur¬ 
roundings. The treatment of the hands alone by the painters of Ajanta 
would be enough to express the almost Franciscan tenderness by 
which they are animated: what a spiritual quality there is in their 
slightest gestures, what mystical feeling in the most amorous caress! 1 
Even in the idyllic scenes body and soul alike are instinct with an 
emotion of piety. Thus all this naturalistic art remains passionately 
mystical and is constantly lifted above itself by the most fervent 
bhakti (piety) as well as by the loftiest idealism. 

1 See Samar end ranath Gupta: “ The Hands in the Ajarita Frescoes,” published by the 
Modern Review, Calcutta. 
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And, lastly, when its task is to clothe in a material form the ideal 
vision of Buddhas and bodhisattvas, Ajanta is the equal of Mathura 
and Sarnath. Indeed, the idyllic scenes of Indian life and the flower¬ 
ing jungle which form their setting are only there in order to throw 
the figures of the bodhisattvas into greater relief. But at Ajanta 
these supernatural apparitions are among the most moving visions 
that have ever haunted the dreams of man. We need only recall that 
supreme marvel in cave 1, the great picture of a bodhisattva 
which, according to Monsieur Goloubew, represents Manjusri, and, 
according to Mr. Coomaraswamy, Avalokitesvara — dressed in trans¬ 
parent gauze, wearing on his head a high head-dress “ on which 
lotus and jasmine flowers blossom in chased gold,” and holding a 
blue lotus-flower in his right hand with an exquisite gesture (Fig. 47 
and 53): a figure worthy of a place in the art of the world by the side 
of the sublimest incarnations of the Sistine Chapel, or of such draw¬ 
ings as that of Christ for the “ Last Supper,” in which Leonardo da 
Vinci has expressed the most intense emotions of the soul. 1 

To sum up these multifarious impressions in a single formula, we 
may say that the predominant feature of Ajanta is an intimate and 
harmonious fusion of the old Indian naturalism of Sanchi, with its t/ 
youthful freshness, and the infinite gentleness of Buddhist mysticism. 
And it is this which makes Ajanta a complete expression of every side 
of the Indian soul. 

The frescoes of Sigiriya, in Ceylon, are an offshoot of the same 
school. 2 The citadel of Sigiriya, “ the Lion’s Rock,” served as a refuge 
for Kasyapa I, king of Ceylon (479-497). Here he built himself a 
palace the substructure of which has survived till our day, together 
with the rock-paintings with which it was decorated. These paintings 
are therefore almost contemporary with cave 16 at Ajanta. They con¬ 
sequently reveal an obvious affinity with Ajanta, though we may 

i See also another bodhisattva from Ajanta reproduced in Vol. IV of this work, 

92 

& 2 Qf. Coomaraswamy: Medieval Sinhalese Art (Broad Campden, 1923). 
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observe certain differences of technique between the two sites — for 
instance, the absence of blues at Sigiriya. This affinity is all the more 
striking because the subject of the frescoes at Slgiriya is a series of 
female figures tossing flowers, a subject quite in keeping with those 
canons of art of which we have just formed some impression. Whether 
these female figures represent the wives of King Kasyapa, as Percy 
Brown would have it, or celestial nymphs, as Coomaraswamy thinks 
— and as a matter of fact they are represented as swathed in clouds 
up to the waist — they at any rate display the same characteristics: 
a pervading sensuality, which they inherit from the pagan art of 
Bhaihut and Sanchi, together with a supreme elegance, a supreme 
aesthetic refinement of gesture and pose, and a Botticellian grace 
which ai e the ai tistic contribution of the Gupta and post-Gupta pe¬ 
riod, the distinguishing mark of the age of Kalidasa (Fig. 54, 55). 

A last centre of Buddhist painting is that of the grottoes of Bagh, 
in the state of Gwalior, 235 miles to the north of Ajanta. 1 The f rescoes 
of Bagh, which may date from the close of the seventh century — 
and are consequently not far removed in date from caves 1 and 2 at 
Ajanta display a strong resemblance in style to these, though they 
are distinguished from them by the fact that they no longer seem so 
exclusively Buddhist, but appear to be in great part entirely pro¬ 
fane. Here the processions of horsemen and state elephants, which 
at Ajanta are lost in the religious inspiration as a whole, are treated 
for their own sake. Moreover, a whole section of the frescoes seems 
to be given up to representations of scenes from musical dramas ac¬ 
companied hy dances, known by the name of halllsaka. This purely 
mundane influence proclaims the fact that, at the moment when the 
frescoes of Bagh were painted, Buddhism was on the way towards 
vanishing from India. The hour of Hinduism had arrived. 


tt !n See The B ?l l C J!' ves ’ by Sir John Marshall, M. B. Garde, P. Vogel, Havell, J. 
II. Cousens, and L. Bmyon (The India Society, London, 1927); Sri Mukul Chandra 
Gey: My Pilgrimages to Ajanta and Bagh (London, 1924). 
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THE RELIGIOUS REVOLUTION: RISE OF HINDUISM 
AND THE HINDU PANTHEON 

From the third century b.c. to the seventh century of our 
era Buddhism exerted a profound influence upon the evolution of 
Indian civilization, and particularly upon the history of art; but it 
never obtained a hold upon the mass of the population. Even while it 
was at the height of its success. Brahman culture and the popular 
cults connected with Brahmanism had remained in favour, as Indian 
literature bears witness: the epics which are, as it were, the two bibles 
of Brahman legend seem to have assumed their definitive form 
at the very time when Buddhism was most in vogue, between the 
third century B.c. and the second century of our era, during 
the Maurya, Sunga, and Kushan periods. And from the eighth 
century onwards the Brahmanic substratum rose to the surface 
and entirely eliminated Buddhism or else absorbed it. From the 
eighth century to the present day India has known no pantheon but 
that of Brahmanism, which developed in course of centuries into 
Hinduism. 

Hinduism is the result of that process of religious syncretism by 
means of which the Brahmans brought all creeds and popular cults 
within the scope of their own orthodox religion. This process was 
based on the conception of the Trimurti, the god in “ three forms ” or 
Hindu triad, Brahma, Vishnu, and Siva — a convenient device, at 
once learned and popular, for harmonizing the three chief religions 
between which the land was divided: Brahmanism, or the religion of 
the sacerdotal caste, founded upon the Vedas; Vishnuism under its 
multifarious forms, such as Krishnaism, the cult of Rama, etc.; and 
Sivaism. 

Brahma, a personal god derived from the metaphysical Absolute 
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of the Upanishads, was, as such, the soul and creator of the universe, 
In traditional iconography 1 he is represented with four heads and 

f° ur arms 87 anc * 

( 136); two of his hands bear 

Figure 90 larity and vigour of Hindu- 

Siva in the pose of thejnana “ dakshinamurti” ism continued to be attached 
as god of wisdom. 

— Musee Guimei. Archives of the Museum to Vishnu-Krishna and Siva. 


Vishnu, also known as Hari and Narayana, is one of the most an¬ 
cient gods of India, for, as a solar deity, he figures in the pantheon 

t i rw ^ ome l ma g6s of Brahma of the Chola Period,” in Rupam , 

July October 1928; A Stone Figure of Brahma” (South Indian, X-XIth century), 
tSulletm oj the Metropolitan Museum of Art , New York , May 1927 (No. 5). 
p* " a f"5 ish ? a Sastri: toufo Indian Images of Gods and Goddesses (Madras, 1916), 
f 1 !- 9 (™ in y s ome very beautiful reliefs and statues from Mavalipuram, Kum- 

bakanam, Tiruvadi, and Kandiyur). 
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of the Vedas. 1 His celestial character continued to be denoted by his 
colour, a dark blue, which is also the colour of his two incarnations, 
Krishna and Rama. During the age of Hinduism, in the Middle 
Ages, he is represented with four arms, bearing respectively the shell 
(sahkha), the club ( gada ), the lotus ( padma ), and the disk 
(chakra). He rides upon the giant bird garuda and has as his con¬ 
sorts Lakshml, the goddess of beauty, and Bhumi-devi, the goddess 
of earth. 

According to the Vishnuites, Vishnu, the preserver of the world, 
reposes, during the vast intervals between his acts of creation, upon 
the cosmic ocean, reclining upon the giant serpent (ndga) Sesha, or 
Ananta, the serpent of eternity (Fig. 40). 1 During this state of sleep 
— that is, of beatific potentiality — which lasts for millions and 
millions of centuries, he contains within himself and broods over the 
world; then, as each cycle of creation comes round, he awakens and 
once more emits this universe — or, rather, a golden lotus issues 
from his navel, as though from a pool, and from it is born Brahma, 
who creates the universe of him and for him. 

A fresh avatar a of Vishnu — that is, translated literally, a new 
“ descent ” of the god, a new incarnation which he accepts in order 
to save the world — coincides with each of these cycles. These va¬ 
rious incarnations, the chief of which are ten in number, not to men¬ 
tion a multitude of others of a more secondary nature, have had too 
great an importance in the history of Hindu art for us to omit to give 
a short account of them here. 

One of these avatars is that of the Brahman dwarf. At the time 
when it took place, the gods (deva) were waging a fierce struggle 
against the Asuras or Titans, and, as happened in Indian mythology. 


x See Jouveau-Dubreuil: Aroheologie du md de VInde { Paris, Musee Guimet, 1914), 

Vol. II, li Iconographies pp. 60-111 (Vislymite iconography). XX.IX XXXI 

2 See Goninatha Rao: Elements of Hindu Iconography , X, 1 , 263, PL XXIX, aaai, 
and XXXII (BhogaSayanamurti, relief at Deogarh); Krishna Sastn, op. ci p. i> 
(Anantasayin of Mavalipuram). 
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the gods had the worst of it. Bali, the proud leader of the Asuras, was 
on the point of grasping the domination of the world. But Vishnu 

——.. . . . .r— ; -;-j now came d ow n upon earth 

' ' • I and entered into the womb 

of the pious Aditi “ with 
his four arms and his great 
eyes like the lotus, bearing 
the shell, the club, the lotus, 
and the disk, and wearing 
a yellow garment. He was 
black and comely; the radi¬ 
ance of his countenance was 
enhanced by glittering ear¬ 
rings in the shape of a fish; 
on his breast he wore the 
jewel sritatsa, and he had 
bracelets on his arms and 
wrists, a brilliant aigrette, 
a girdle, and elegant anklets 
at his feet; he wore as an 
adornment his beautiful gar¬ 
land of wild flowers, round 
which hummed a swarm of 
bees; round his neck hung 
the kaustubha jewel; his 
brightness dispelled the 
gloom in the abode of 
the chief of beings.” But 
scarcely was he born when 
. he changed himself into a 

iminutive Brahman, “ like an actor changing his make-up,” and 
sought out the asura Bali, who was at that time engaged in cele- 



Figure 91 

§‘Y a , tj 16 .P 0 ? 6 of the viriadfiara flute-holder) 
daksninamurti South Indian bronze, fifteenth 
century. 

— Musee Guimet, Photo , Gauthier 



Figure 92 

the pose of the vinadhara 11 dakshinamurti” Back view. 
South Indian bronze, fifteenth century. 

— Musee Guimet. Photo , Gauthier 
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brating the sacrifice asvamedha (horse-sacrifice), which was to se¬ 
cure the victory of the Titans. On seeing the dwarf attired in the 
Brahman costume, 64 with the girdle made of grass, the Brahmanical 

cord, the antelope-skin, and 
his hair falling in locks,” 
Bali welcomed him unsus¬ 
pectingly. After uttering a 
panegyric upon him in ac¬ 
cordance with all the rules 
of Sanscrit poetry, the dwarf 
begged of him as a signal 
favour as much of the earth 
as could be covered in three 
footsteps, and Bali granted 
it, with a laugh. 

44 All at once,” continues 
the Bhdgavata Parana, 44 the 
dwarf’s diminutive form in¬ 
creased miraculously in 
stature. With one step he 
covered the earth, filling 
the atmosphere with his 
body and touching the four 
cardinal points with his 
arms; with the second step 
he invaded the sky; and with 
the third not an atom was 
left for him to occupy . 1 
Within the body of this 
being with his illimitable faculties, Bali saw the whole of the uni¬ 
verse, including all things material and spiritual. In his feet Bali 

1 This incarnation of Vishnu is called Trivikrama, that of the god who took the 
44 three strides.” 



Figure 93 

Siva in the pose of the bhikshdtanamurti (the 
beggar). Bronze from Pandananallur. 

— Photo, Archeological Survey of India 
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saw the earth: the twilight was in the garments of this god with the 
mighty footsteps, the seven oceans were in his belly, and the garland 
of the constellations was upon his breast. In his two breasts were 
justice and truth, and in his soul was the moon. On his bosona was 
Sri (Lakshml), with a lotus in her hand, and the songs of the Saman 
(chanting priest) were in 
his throat, together with all 
other sounds. In his arms 
were the immortals, of 
whom Indra is the chief, in 
his ears were the cardinal 
points, in his head were the 
heavens, in his hair were 
the clouds, in his nostrils 
the wind, in his eyes the sun, 
and in his mouth the fire. In 
his eyelids were the day and 
the night, in his brow was 
wrath, and in his lower lip 
desire. In his shadow was 
death, in his smile illusion, 
in his intelligence Brahma 
and the whole of the gods, 
and, lastly, in the vital or¬ 
gans of his body were the 
whole number of beings both 
animate and inanimate. _ 1 

When they thus saw the “ whole of the universe m the Universal 
Soul,” the asuras felt themselves to be vanquished, and Bali, their 
leader, allowed himself to be loaded with chains . 1 . 

Somewhat similar is the Matsya avatdra, or incarnation of Yishnu 



Figure 94 

Nataraja. Fifteenth century. 

_ C. T, Loo collection. Archives of the 

Musee Guimet 



Figure 95 

Nataraja. South Indian, fourteenth-fifteenth centuries. 
Collection of Count Philipon. Photo , Gauthier 
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in the form of a fish. One day, while performing his ablutions, the 
sage Manu caught a tiny fish, which begged for its life. And, lo, the 
little fish began to grow, till it filled a whole lake and then the sea. 
It next warned Manu of the approaching flood and ordered him, 
as Jehovah did Noah, to place on board of an ark representatives of 
all living species. When the flood came, Manu, by the aid of the great 
serpent Vasuki, moored his ark to a horn of the giant fish; and thus 
humanity v T as saved, and with it the whole animal world. 1 

The avatar of the boar ( vardha avatar a) follows naturally upon 
that of the fish. Overwhelmed by the deluge, the earth ( Bhumi-devi ) 
lay in the depths of the water, where the demons {daily as) held it 
captive. Then Vishnu transformed himself into a gigantic w ? ild boar: 
64 Rushing across the heavens, with his tail raised, tossing his mane, 
all bristling with prickly hairs, trampling the clouds underfoot, and 
baring his white tusks, wfith flaming eyes,” he plunged into the water, 
44 following the trail of the earth by scent.” At last he found it in the 
depths of the abyss, transfixed it with one of his tusks, and drew it up 
to the surface, not omitting to crush the hostile demons on his way. 
Hindu iconography frequently represents this episode, with the god 
in the shape of a giant with a boar’s head, bearing in his arms the 
goddess of the earth, whom he had saved from the abyss. 2 

Next comes the avatar of the turtle ( kurma avatar a) and the churn¬ 
ing of the seas (Fig. 154). 3 This is one of the most famous episodes 
in Hindu mythology and is often reproduced by the sculptors of 
India and Cambodia. After long warfare the gods (devas) and their 
enemies, the Asuras or Titans, came together one day on the advice 
of Vishnu in order to obtain the ambrosia (amrita) or drink confer¬ 
ring immortality, which was hidden in the sea of milk. The gods and 
the Asuras therefore went off together and uprooted Mount Mandara, 

1 Gopinatha Rao, op. cit., Vol. I, Pt. i, 126. 

2 Gopinatha Rao, op. cit., Vol. I, Pt. i, 123-45, with PL XXXVI (Mavalipuram) 
and XXXVII (Badami); Krishna Sastri, op. cit., p. 22. 

3 Gopinatha Rao, op. cit., Vol. I, Pt. i, 126. 


Figure 96 

Nataraja. South Indian, fourteenth-fifteenth centuries. 
— Collection of Count Philipon. Photo, Gauthier 
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which Vishnu, riding upon the back of the bird Garuda, sank in the 
depths of the ocean to serve as the dasher of the churn. The serpent 
Vasuki w 7 as passed round this giant dasher to serve as a cord, and the 
churning began, the gods hauling at the tail of the serpent, and the 
Asuras at his head in rhythmical succession, each team in turn. In 
order to support Mount Mandara, which threatened to sink into the 
abyss, Vishnu assumed the form of a giant tortoise and, placing 
himself beneath the mountain, held it up with his massive form. At 
the same time Vishnu stood in the centre, under another form, be¬ 
tween the two teams of gods and Asuras, and directed their mighty 
task. Suddenly a poison, the hdlahala, spurted forth from the seeth¬ 
ing waves and would have caused the very gods to perish had not Siva 
swallowed it out of compassion for all creatures; and so virulent was 
the venom that the terrible god had a blue mark left for ever on his 
throat from the burning. Next a series of wonderful creatures rose 
from the ocean, one after the other: the white cow of Agnihotra, 
the horse Uchchaihsravas with his moon-coloured coat, Airavata, the 
king of the white elephants, w T ho was to bear Indra on his back, the 
ruby kaustubha , which w^as afterwards to adorn the breast of Vishnu, 
the tree of plenty pdrijdta , the source of good things, the Indian 
nymphs or apsaras, and then, wonder of wonders, the Indian 
Aphrodite, Sri, or Lakshmi, who became the consort of Vishnu: 
“ Holding in her hand a wreath of lotus,” says the Bhdgavata Pur- 
ana, 66 round which hummed the bees, she turned her gracious face, 
made lovely by the smile of modesty, and against whose cheeks 
sparkled beautiful ear-rings; her two breasts, perfectly matched 
and close together, were covered with powdered sandalwood and 
saffron; her belly was so slight that it was scarcely seen; her every 
step w r as accompanied by the tuneful jingle of the anklets which 
adorned her feet, and her whole body was like a golden liana ” (cf. 
Fig. 71 and 101). Last of all, there rose from the tossing waves a 


Figure 99 
Sundara murti Svami. 

Colombo Museum. Photo, Archaeological 
Survey of Ceylon 
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black youth bearing a vase filled with the draught of immortality, 
the divine ambrosia (amrita). 1 

At this moment, however, occurred an 
event which almost frustrated the sublime 
discovery. The Asuras, or Titans, seized the 
vase and snatched it from the gods. But 
Vishnu changed himself into a woman, a 
courtesan of dazzling beauty, who ensnared 
the will of the Asuras by her charms, took 
the ambrosia from them, and distributed it 
to the gods. And, a fresh struggle having 
broken out between the Asuras and the 
Devas, the latter, fortified by the ambrosia, 
carried off a complete victory. 

One of the avatars of Vishnu which are 
most often represented is that of the man 
lion ( narasimha ). Puffed up with pride, the 
asura Hiranyakasipu was once insulting 
the name of Vishnu, crying: “ If he is every¬ 
where, as people claim, why is he not in 
this column? ” — and the Titan smote one 
of the columns of his palace with all the 
might of his fist. At that very moment a 
terrible roar broke from it, and a fearsome 
beast bounded forth. It was “ the god, in 



Figure 100 

Sivaite saint. _. _ _ _ w _ 

Fnmt^lndfanaHr^i^Rxx- ^ form of a man and a lion, with eyes as 


From the Indian art review Ru- ^ - -j — — 

pam, ediled c ^fJ t ^ Gangoly, red as gold heated in the fire, and a coun¬ 
tenance whose size was increased by a thick 
and bristling mane. Casting himself upon the asura, the lion god 
“ tiirew him backwards over his thigh and tore with his claws, as 

] For a g°° d representation of this scene on the “bas-reliefs” of Badami (sixth 
century), see R. p. Banerji: Basreliefs of Badami , Memoirs of the Archaeological 
Survey of India, No. 25 (1928), PI. XXII. ou^oiogiccu 
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easily as in sport, that skin which the lightning itself could not 
pierce ” (Fig. 80) - 1 

The chief human incarnations 
of Vishnu are those of Krishna 
and Rama. 

In reality Krishna was origi¬ 
nally a separate god, or, rather, a 
popular hero raised to the rank 
of a demigod, until, in the pietis- 
tic religion of mediaeval Bengal, 
he became the one universal god. 

Those learned in Indian lore even 
distinguish several Krishnas, after¬ 
wards fused by the popular reli¬ 


gion into a single divinity, who 
was given out to be the principal/! 
avatar of Vishnu. The story of the 
god which we will now briefly re¬ 
late is based upon this process of 
syncretism as it appears in the 
Bhdgavata Purana. 

Krishna 66 the Black,” the most 
personal and anthropomorphic 
deity of the Indian pantheon, was 
born, then, at Mathura on the 
Yamuna (Jumna ), of the royal 
house of the Yadavas. Scarcely 
had his mother Devaki borne him, 
when his uncle, King Kamsa, hav¬ 
ing been turned against him by an 



Figure 101 

Lakshmi. Southern bronze, 
seventeenth century. 

Musee Guirnet. Archives of the Museum 


1 See Gopinatha Rao, op. cit., Vol. I, Pt. i, 145-60 and Pl. XLIII, the splendid 
Kevala narasimha from Badami. 
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F IGURE 102 

Krishna Govinda. Char-wood carving. Southern 
India, seventeenth century. 

— Musee Guimet. Archives of the Museum 


oracle, sent to seek him in 
order to put him to death. 
The child was saved by be¬ 
ing hidden, with his brother 
Bala-Rama, in the house of 
the shepherd Nanda, so that 
he who was later to be 
the universal god spent his 
youth among the herds; 
hence the name 64 cowherd ” 
( gopdla ) which it attached 
to him during this phase of 
his existence (cf. Fig. 98, 
102, 161, 229, 230, 231)/ 
The Bhdgavata Purana, fol¬ 
lowed by the whole Krish- 
naite literature, relates his 
loves with the milkmaids 
(gopls), at the same time 
intimating that we should 
regard his fleshly union with 
them as symbolic of the 
theme of the mystical union 
of the faithful soul with its 
god. 

The divine cowherd ap¬ 
pears in the guise of a beau¬ 
tiful youth, 44 with a pea¬ 
cock’s feather on his head, 
and a cassia-flower (karni- 


1 Cf. Coomaraswamy: Portfolio of Indian Art, Museum of Fine Arts, Boston, PL 
LXXVI, painting of the Rajput school of Kangra, early eighteenth century, Krishna 
disguised as a milkmaid, milking a white cow. 
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kara) at his ears, clad in a robe as yellow as gold, and adorned with 
garlands” (cf. Fig. 232). “ He entered the forest, which trembled 


beneath his tread, and filled 
the holes of his flute with 
the ambrosia of his lips. 
On hearing the sounds of 
his flute, which enchant the 
souls of all creatures, every 
woman in the park was talk¬ 
ing about him. The pea¬ 
cocks danced intoxicated 
with joy,” and the gazelles 
ran up and presented to the 
celestial musician “ the of¬ 
fering of their affectionate 
glances ”; when he started 
to walk, they followed 
his footsteps and lost all 
thought of their shady re¬ 
treats; “the cows pricked 
up their ears as though to 
drink from a cup the am¬ 
brosia which distils from 
the lips of Krishna in the 
strains of his flute”; their 



calves, “ still holding in 
their mouths a sip of the 
milk that ran from the ud¬ 
der of their mother,” lis- 


Figure 103 
Bodhisattva of Vihara Sari. 

— From a cast in the Trocadero. 

(See also Kinsbergen: Photographien naar Oudhe- 
den van Java) 


tened as though under a spell; all the beasts, ravished by the celes¬ 
tial harmony, thronged to the spot, “ still holding between their 
teeth the mouthful that they were chewing”; some listened in 
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astonishment, attentive and with closed eyes; others, “ motionless 
and with tears in their eyes,” cast a caressing glance at the divine 
cowherd (see Fig. 102 and 229). 1 

Together with the go pis, the amorous milkmaids, Krishna started 
dancing the rasa, the voluptuous pastoral dance: “he seized them 
and clasped them in his arms, passing his hand over their hands, 
through the curls of their hair, over their knees, their waist and 
breasts, leaving upon them the marks of his nails in play, sporting 
with them, glancing at them and smiling to them, at once inflaming 
and satisfying their desires.” Suddenly, flouting their passion, he 
disappeared from their view; distraught and like madwomen, they 
sought him from grove to grove. At last he reappeared and the dance 
of the rasa began once again: by virtue of his mysterious power, the 
beloved one is present everywhere; wdiile the milkmaids danced, each 
one of them thought that she could feel him at her side and possessed 
him for herself alone. 

The Gita Govinda of Jayadeva, a Bengali poet between the twelfth 
and the thirteenth centuries, has sung this classic episode of Hindu 
literature in still more burning verses: “ His body, blue in hue, is 
powdered with sandalwood, his tunic is yellow, his garland is made 
of woodland flowers; his mischievous wiles set swaying the jewels of 
the pendants that adorn his cheeks; he delights to smile.” He is sur¬ 
rounded by the flock of milkmaids: “ One of the shepherdesses, with 
rich, full, heavy breasts, clinging passionately to Krishna, sings the 
melody' of rapturous love. Another, all too simple, swoons with 
ecstasy before the face of the god, whose wiles cause his eyes to swim 
and overflow with love. Another, with full hips, approaches close to 
his cheek and whispers some nothing into the base of his ear, and 
kisses her beloved; his downy neck quivers, it is the chosen spot. 
Another, with her hand longing for caresses, draws him towards her 
by his tunic, upon the brink of the Yamuna, in the reed hut to which 

1 Cf. 0. G. Gangoly: Masterpieces of Rajput Painting (Calcutta, 1927), PL XIV. 


Figure 104 

Buddha in the dharmachakra mudra. Borobudur. 
— From Kinsbergen: Photographien naar Oudheden van 
By permission of Messrs . Phogel 
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lie has retired. Another young beauty, intoxicated with pleasure by 
the pastoral dance, was sung by Krishna upon his flute, and the palm 
of her hand beating the measure mingles the tinkling of her rows 
of bracelets with the harmonious sounds. One he embraces, another 
he kisses, and he cajoles another who entices him; he looks upon the 
smile of a third and runs after a fourth. Thus does he sport with the 
troop of innocent maidens upon pleasure bent. By the seduction he 
exerts over all things he causes their bliss; the feast of love distils 
from his tender limbs, as dark as a lotus wreath. The lovely wantons 
kiss him limb by limb, all over, everywhere.” In strains of passionate 
tenderness the poem next rehearses the appeals of Radha, the favour¬ 
ite of the divine cowherd, her distress when he hides himself from her 
sight in sport, and her exuberant joy so soon as she finds him 
again. . . - 1 

Indian art delights to represent Krishna gopala, during this phase 
of his life, in the form of a beautiful youth playing the flute as he 
keeps the flocks of his adopted father, Nanda: like the Greek Orpheus, 
the divine cowherd charms by his songs heifers and go pis alike 
(Fig. 102). 2 

But the whole of Krishna’s existence is not spent in the arms of the 
milkmaids. In the Mahdhharata we shall see what a commanding 
part he plays in battle, as the charioteer and counsellor of the hero 
Arjuna. He is not only an Apollo, but a Hercules, and while still 
quite young, proved his strength by lifting Mount Govardhana and 
holding it up for seven nights, in order to shelter the flocks of Nanda 
against the hurricanes sent by the jealousy of Indra. He slew the 
black serpent Kaliya, which infested the lake of the Yumana: the 
fight between the divine infant and the serpent, which enwinds him 

1 Cf. Coomaraswamy: Portfolio of Fine Art , Museum of Fine Arts, Boston, PI. 
LXXIV, an illustration to the Gita Govinda of the Rajput school of Kangra (Krishna 
returning to Radha). 

2 Cf. Coomaraswamy: Catalogue of the Indian Collections in the Museum of Fine Arts, 
Boston , Pt. V, “ Rajput Painting,” PL XVIII, LXVI, LXX, LXXI, LXXII, LXX1II, 
LXXIV, LXXV, LXXVIII-LXXXII, LXXXIV, LXXXV. 
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with its coils, but which he crushes in sport, recalls the similar story 
of which Hercules is the hero in Greek mythology. Finally, still 
wrapped in this living adornment, he begins to dance an ineffable 
dance and forces the reptile to dance it with him. In like fashion he 
slays the demon Arishta, who has assumed the form of a giant buffalo, 
and the monstrous horse Kesin, which feeds upon human flesh. 

After these youthful exploits Krishna returned to Mathura, his 
native place, and vanquished a raging elephant in single combat 
in the arena, as w 7 ell as all the other adversaries opposed to him by 
his uncle, the tyrant Kamsa, from whom he ended by delivering the 
city. Krishna was unable, however, to maintain his position at Ma¬ 
thura for long; assailed by the superior forces of the Yavanas (that 
is, the Greeks), he abandoned the city and went and built an inacces¬ 
sible citadel on the shores of the ocean at Dvaraka in Gujerat. The 
exploits of the divine hero find a continuation in his marriage with 
Rukmini and his victory over the asura Bana, who enjoyed the pro¬ 
tection of the other great popular god, Siva in person. After this 
victory the Bhdgavata Pur ana show T s us Siva doing homage to 
Krishna, or, rather, recognizing him as the Universal Soul— that is, 
as identical with himself. 

The other great incarnation of Vishnu is Rama. Here we are no 
longer dealing with a demigod, but with a truly human hero, the 
legends about whom form the subject of the epic of the Ramdyana, 
attributed to the poet Valmiki. 

Rama is the son of Desaratha, king of Ayodhya (or what is now 7 
Oudh), and Kausalya, the first of his wives. At the age of sixteen he 
marries the beautiful Slta, daughter of the King of Mithila, for he 
alone has succeeded in stretching the wonderful bow of Siva, and 
Slta is the prize in this contest. The young hero likewise bends the 
bow of Vishnu, which becomes his own and secures his victory over 
all enemies. 

We have just seen how Krishna appears to us as the hero of a 
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strangely tender mysticism — and even of a somewhat wantonly 
erotic cult. In contrast to him, Rama is the champion of duty, and 
throughout his whole career his character continues to be deeply 
moral: he is the very type of chivalrous honour. Struck by his good 
qualities, his father Dasaratha resolved to place him upon the throne. 
But the old King’s second wife, Kaikeyl, took advantage of his weak¬ 
ness to make him give the crown to her own son Bharata, sending 
Hjinia into exile for fourteen years. Rama submitted to this order 
and, followed by the faithful Slta, who refused to abandon him, set 
out for the wild forests of central India: “There the wild beasts 
disport themselves without fear, and abandon themselves to their 
loves without restraint, but at the sight of man they are seized with 
fury. The miry pools of the forest, with their crocodiles, are always 
impassable, even for the elephants inflamed with love. Their paths, 
where the wild cock crows, are blocked with twining plants and 
thorns. At night men sleep upon the ground, on couches of dead 
leaves, their bodies w T orn out by weariness. Day and night they must 
he content with the fruits that have fallen from the trees; they must 
endure hunger to the point of exhaustion. They must wear the braid 
of hair and don the girdle of bark ” (of the Brahman ascetics). 

After performing various stages of their journey Rama, his 
brother Lakshmana, and the faithful Slta took up their quarters in a 
hermitage on the banks of the Godavari, in the Deccan. Here the 
three exiles endured the attacks of a number of Rakshasas, or demons, 
which they beat off one after the other. Ravana, the king of the 
Rakshasas, who reigned over the island of Lanka (Ceylon), under¬ 
took to avenge his people by carrying off Slta, for whom he had con¬ 
ceived a criminal passion. Mounting his flying chariot, drawn by 
flesh-eating asses, he alighted near the hermitage on the Godavari. 
In order to draw Rama away from his beloved, Ravana s lieutenant, 
Marlcha, changed himself into a gazelle and appeared before the 
hero: “It was a large gazelle, a lovely gazelle, of changing hues. 


Figure 105 

Javanese head of Buddha in the Leiden Museum. 
— By permission of Messrs . Van Oest 
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Jewels sparkled at the tips of its horns, its head was dappled with 
black and white; its mouth was like a red lotus and a blue lotus, its 
ears like a water-lily tinged with azure; its neck was somewhat long, 
its belly shone like the pearl and its shell, its flanks were as brilliant 
as the madhuka-flowei\ The emerald blazed upon its hoofs, its legs 
were delicate, its stature perfect, and all the hues of the rainbow were 
poured out upon its croupe.” Sita passed by, gathering flowers. She 
saw the marvellous gazelle, longed for it, and asked Rama to capture 
it for her. Rama rushed off in pursuit, but the gazelle drew him far 
away from the hermitage, and Ravana, who had been watching for 
this moment, took advantage of it to carry off Sita, in spite of the 
resistance of Jatayus, the king of the vultures; he bore her off to 
Lanka, where he imprisoned her in his palace until she should consent 
to marry him. 

On their return to the hermitage Rama and Lakshmana were in 
despair and started off in search of Sita. They found an ally in 
Sugriva, king of the monkeys, who had been driven from his throne 
by his brother Valin. Rama helped Sugriva to slay Valin and recover 
his throne, and the grateful Sugriva sent out the whole tribe of the 
monkeys to find Sita. Hanumat, the simian hero, crossed the sea at a 
single mighty bound and reached the island of Lanka, where he 
found Sita; after endless adventures — one of which is that he is 
captured for a time and has burning cotton tied to his tail — he 
returned from over the sea, bringing Rama news of his beloved. 

On hearing the news the army of the monkeys, led by Rama, built 
a bridge over the sea and invaded the isle of Lanka. The whole of the 
sixth canto of the Rdmdyana is taken up by the battles of Rama, 
Lakshmana, and Hanumat against Ravana and his demons. In the 
end Ravana was vanquished by Rama in person, and the victor 
caused Sita to be brought to him, whereupon she arrived, her soul 
overflowing with joy. But the hero’s heart was torn by a doubt: 
“ Though thou art at my side,” he cried, “ thou dost hurt me as a 
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lamp hurts a sensitive eye. . . . What man could take back and 
cherish a woman who has lived in the house of another? How should 
I take thee back, I who am proud of my noble family, once thou hast 
been pressed to the bosom of Ravana and he has looked upon thee 
with his depraved eye? ” When she heard these words, the eyes of 
Slta, who had defended herself so fiercely against the encroachments 
of Ravana, filled with tears. Wounded to the quick, she caused a 
pyre to be built, and cast herself into the flames. “ But Rama listened 
sullenly to the cries of sorrow that rose from the crowd; he remained 
for a long time pensive, and, in spite of his fortitude, his face was 
bathed in tears.” But the god Agni appeared in the midst of the 
flames, drew forth Slta, and restored her to her husband; upon which 
Rama, accompanied by his faultless lover, returned to Ayodhya, 
where he at last received consecration as king. 1 

Besides Vishnuism the great popular religion of the Hindus is 
Sivaism. 2 Siva, who plays the part of the destroyer in the Hindu 
Trimurti, or triad, proves to be an essentially composite divinity. 
He is connected with the Rudra of the"Vedas, the god of the forests 
and the whirlwinds, known, as early as the time of the Vedas, by the 
euphemistic epithet of Siva, the “ kindly.” In the same spirit he is 
also called Bhava, “ the god of prosperity ”; but he is also Kala, or 
Time, the destroyer, and Bhairava, the god of terror. To his votaries, 
as the sum of all these varied aspects, he is, above all, Mahadeva, 
the “ great god,” the one and only cosmic god, of whom the other 
divinities are merely the emanation. 

We see how multifarious were the forms ultimately assumed by 
the ancient god of the whirlwind. Representing, as he did, the un¬ 
tamed forces of nature, it was quite in order that in the world of 

1 See W. Stutterheim: Rama-Legenden und Rama-Reliefs in Tndonesien (Munich, 
1924-5) ; Ananda Coomaraswamy: Catalogue of the Indian Collections in the Museum of 
Fine Arts , Boston , Pt. Y, “Rajput Painting ” PL X-XV and XXXVI-XXXVII. 

2 C£. Jouveau-Dubreuil: Archeologie du sud de Vlnde, II, “Iconographies pp. 9-59 
(Sivaite iconography). 



Borobudur, Descent of the bodhisattva from the heaven of the Tnshita (satisfied or beatified ones). 

— Photo , Golouhew 
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Hindu philosophy he should symbolize the powers of destruction 
which are at the basis of cosmic evolution, death being the very law 
of existence, as a condition of life, or, better still, as the eternal 
generator of life. In this superior wisdom, transcending both good 
and evil, both kindness and cruelty, both being and not-being — a 
wisdom, in fact, of a Nietzschean order — lies the whole of Sivaism. 
This conception is curiously illustrated by the iconography of Siva, 
who appears at times as a naked ascetic, whose actions, in the eyes of 



Figure 108 

BSrobudur. The bodhisattva victorious in the archery contest. 
— Photo, Goloubew 


the frivolous, are those of a madman. His body is smeared with 
ashes; his long hair, with its tangled locks, is knotted carelessly on 
top of his head. He haunts charnel-houses and cemeteries, dances 
ecstatic dances without apparent reason, or indulges in inconceivable 
austerities in hermitages in the Himalayas. But at the same time 
his religion tolerated the most lewd practices, and the symbol under 
which he was worshipped was to be no other than the linga, or phallic 
emblem, Siva being even represented and worshipped under this 
primitive form of the linga 9 sometimes conventionalized and some- 
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times quite realistic, and standing upright in the yoni. There is a 
profound symbolism in this, whose philosophic import we should be 
careful not to misinterpret; for it shows us the god of destruction 
as one and the same with the creative principle, the act of death as 
the source of generative power. 1 

The dread ascetic has, as a rule, four arms, the two upper ones 
bearing the tambourine ( dhakka ) and the hind ( mriga ), udiile the 
lower ones represent the gesture of giving (varada hasta ), and the 



Figure 109 

Borobudur. Dance in the episode of Sudbana. 
— Photo , Golouhew 


gesture of absence of fear (abhaya hasta ). In addition to his two 
human eyes, he has an eye in the middle of the forehead. His sole 
garment is a tiger-skin, and he w 7 ears a live serpent round his neck 
as a collar. On his high Brahmanical topknot he wears the crescent 
moon, a skull, the fifth head of Brahma, and the siren of the Ganga. 

Each of these attributes is connected with some episode in the life 
of Siva. The image of Ganga, or the goddess of the Ganges, recalls 
the descent of the sacred river. In former days, indeed, it flowed only 
in heaven. King Bhaglratha subjected himself to incredible austerities 


i The Siva-puia often express a sense of great piety, devotionahsm. and mystic 
tenderness. See Coomaraswamy: Les Miniatures orientates de la collection Golouhew 
(i Oriental miniatures of the Golouhew Collection ), Museum of Fine Arts, Boston , Ars Asiatica, 
XIII (1929), PI. LXXXV. 
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in order that the sacred water might come down and purify the 
earth; but since, by descending in a mass, it would have caused a 
new flood, Siva in his mercy consented to receive the waters on his 
head; for a thousand years they swirled among the braids of his 



Figure 110 

Borobudur. The bodhisattva asking his father’s permission to depart. 
— Photo , Goloubew 


hair, before gushing forth in seven springs from the slopes of the 
Himalayas. One of the most powerful of the rock-carvings at Mava- 
lipuram represents this descent of the beneficent waters in the guise 
of a cascade of male and female serpent divinities (ndgas and nagls) 
amid the homage of prostrate creation (Fig. 62 ). 
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Thus this fierce god, this deity of destruction, is capable of acts 
of stupendous self-sacrifice. During the churning of the sea, in 
order to save both gods and living creatures, he consented to drink 
the poison cast up by the sea, or by the serpent Vasuki, and he pre¬ 
served the mark of the scorching indelibly imprinted upon his throat 
— whence the epithet Nilakantha, or “ blue throat,” which is applied 
to him. 



Figure 111 

B5robudur. The bodhisattva cuts off his hair. 
— Photo, Goloubew 


The fifth head of Brahma which adorns Siva’s head-dress is an 
allusion to an act of quite an unexpected nature as coming from the 
deity of the lihga and redounds entirely to his credit, though the form 
which it assumed was somewhat violent: in a fit of virtuous indigna¬ 
tion at an act of incest contemplated by Brahma, Siva cut off one of 
the culprit’s five heads, after which he was seized with remorse — for 
Brahma is the father of the gods — and was overcome by madness. 
This madness went so far as to make him commit various strange 



192 


THE CIVILIZATIONS OF THE EAST 


actions, such as the seduction of the wives of the anchorites in the 
forest of Taragam — though, to be sure, the anchorites were heretics! 
In their fury they hurled at him a flaming ax and a huge antelope, 
whereupon he seized both of these and took them as the attributes 
of two of his arms. Next, by the magic of the sacrificial flame, the 



— Photo, Goloubew 

heretics created a savage tiger, which rushed upon the god. But, “ with 
a gentle smile, he seized it and, with the nail of his little finger, 
ripped off its skin and wrapped himself in it as in a silken stuff.” 
Lastly the heretics raised up a monstrous serpent, but Siva seized that 
too and knotted it round his neck as a necklace. As for the demon 
which Siva tramples underfoot as he dances the tandava, it is either 
one of the asuras of Tripura, the city of the Titans destroyed by him 
in the course of the eternal struggle between the gods and the asuras, 
or else the malevolent dwarf Muyalaka, stirred up against him by 
the heretical monks, whose back he broke w r ith the tip of his toe. 
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Hindu iconographers have classified the principal aspects of Siva 
which correspond to the various forms of his many-sided activity as 
follows: anugrahamurti , or beneficent aspects of the god , 1 and 
samhdramurti , or destructive aspects 2 — as, for example, Siva Vir- 
abhadra or Siva Bhairava, the “ god of terror,” a naked ascetic who 



Figure 113 
Bordbudur. Suppliants. 
— Photo , Goloubew 


haunts funeral pyres, accompanied by vultures; 3 hhikshatanamurti , 
or the aspect of the mendicant ascetic, who is also naked (Fig. 93); 4 
nrittamurti, or his aspects as Nataraja, the “ king of the dance ” 
(Fig. 94—97) ; 5 mahesamurti, or the three-headed form which enables 

1 See Gopinatha Rao: Elements of Hindu Iconography, Yol. II, Pt. i, 205-20, PI. 
XLIX-LY. 

2 See ibid., Yol. II, Pt. i, 145-94, PL XXX-XLVII. 

3 See ibid., Yol. II, Pt. i, 77-188, PL XLI-XLIV; Krishna Sastri: South Indian 
Images of Gods and Goddesses, pp. 151-9. 

4 See Gopinatha Rao, op. cit., Yol. II, Pt. i, 306-9, with the splendid plates 
LXXXVII and LXXXIX. 

5 See ibid., Yol. II, Pt. i, 223-70, PL LVI-LXIX; Banerji, op. cit., PL II, a. 
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him to display three of these aspects at once (Fig. 81—83) , 1 Among 
these manifestations, we should not forget that of the lihga, the in¬ 
carnation of Siva in his most elemental form, expressive of his 
potentialities and latent powers, just as the Natardja symbolizes the 
god in his highest activities. 
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feet and just, now false and unjust. Protect me, thou the only god, 
with thine escort of wild beasts, thou who art also the pleasure of 
the senses, the past and the future, imperceptible atom wdiich dost 



Figure 115 ~ 

B5r5budur. The bodhisattva receives the handful of grass for the 
Buddha to sit upon. 

— Photo, Goloubew 

abide in the heart of the disintegrated elements, one and only sub¬ 
stance of organic bodies, owing thy birth to none save thyself, 0 Uni¬ 
versal Essence! ” 

There is a Tamil poem which expresses this cosmic character of 
Siva even more powerfully: “The ages,” it runs, “during which 
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many millions of the gods of heaven shall follow one after the other, 
each of them living out the appointed period of his life, the time 
during which many Brahmas shall die, the time after which Vishnu 
shall cease to be, these ages are scarce as one moment for Siva. When 
the time shall be fulfilled at which the sea, the earth, the air, the 
fire, and the wind shall be annihilated, many millions of Vishnus 



Borobudur. The Assault of Mara and the Temptation, right-hand side. 
— Photo, Goloubew 


shall perish, and many millions of Brahmas shall die also: then shall 
Siva collect together all the heads of these gods, of these heads he 
shall make himself a necklace, and he shall dance upon one foot a 
dance that none can imitate, in which this necklace shall clash against 
his eight shoulders; and he shall sing mysterious tunes such as none 
other can sing, and he shall taste of pleasures that none other has 
known. 55 
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Let us pause a moment over this symbol of the Nataraja, one of 
the most deeply charged with philosophical thought that Indian wis¬ 
dom has handed down to us (Fig. 94-97). With regard to the origin 
of the dance of the t&ndavci, we can no doubt descry in the pre- 
Aryan past of the Deccan the wild leapings of some half-demoniac 
divinity amid the cemeteries by night, around the dismal flames of 



Figure 117 

Bdrobudur. The Assault of Mara and the Temptation, left-hand side. 
— Photo , Goloubew 


the funeral pyres. But it was not long before Indian speculation read 
a deeper meaning into this primitive theme. Henceforth the dance 
of the god became the very process of the creation, preservation, and 
destruction of the universe, or rather, to adhere to the Indian termi¬ 
nology, of the 66 five activities (panchakritya) ”: production, preserva¬ 
tion, destruction, incarnation, and deliverance. The scene of this 
dance, symbolized in the representations of it in art by the flame- 
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fringed aureole ( tiruvdsi ) which surrounds it, is the cosmos as a 
whole. “ Our lord,” says a sacred text, “ is the dancer, who, like the 
heat latent in wood for kindling fire, diffuses his power through both 
spirit and matter, and causes them each in turn to dance.” One of the 
poems of Kablr, translated by Rabindranath Tagore, expresses the 
same idea: “Dance, my heart, dance today for joy. Songs of love 
fill both day and night with music, and the world doth hearken to 
their melodies. Mad with joy, life and death dance to the rhythm 
of this music. The mountains and the ocean and the earth do dance. 
Amid bursts of laughter and sobbing, humanity doth dance! ” 

In these words we penetrate to the profound significance of this 
symbolism. On turning from Buddhist poetry and morality, so 
pure and gentle that the heart at once goes out to them, we are per¬ 
haps a little taken aback by this Hindu polytheism with its confused, 
innumerable throng of contradictory forms. But in the philosophy 
of Sivaism its apparent fancifulness falls into some order and takes 
on a metaphysical significance which is, in its way, as noble and 
elevated as that of Buddhism itself, and perhaps even richer. It is a 
grand and profound doctrine, which will remind us of certain aspects 
of the theories of Nietzsche, for it, too, transcends both good and evil, 
being higher than both and going beyond optimism and pessimism 
alike: it contains a pessimism that is in some sort heroic — for the 
god dances on corpses among charnel-houses; but it contains an 
optimism as well, a pitiless and inhuman optimism — or super¬ 
human, if we prefer so to call it; for out of all this destruction is 
born and perpetuated a fearful joy, the joy of matter eternally 
renewed. 

In what magnificent language do the Sivaite hymns sing of this 
state of mind: “ The staff of a mendicant monk, an ax, an antelope- 
skin, ashes, serpents, and a death’s-head — such, dispenser of all 
favours, are thy sole garment, thy furniture and thine only adorn¬ 
ment. The gods have as their portion, one this form of wealth, and 



Borohudur. Sudhana at the fountain. 
— Photo, Goloubew 
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one that, which thy majesty rejects with disdain. For the illusion of 
the objects of sense cannot deceive the being whose whole joy lies 
in contemplating his own soul. When thou dost dance for the preser¬ 
vation of the world, the earth, smitten by thy feet, trembles as though 
on the point of destruction, the sky reels, the army of the planets is 
swept away by the movement of thine arms, and the firmament, 
touched by thy head-dress, is ready to crumble to dust: so full of 
seeming contradictions is thy power, though ever at harmony with 
itself. Thy gardens are the cemeteries, the vampires form thy court, 
the ashes of funeral pyres are thy sandalwood, a chaplet of human 
skulls thy garland of flowers; thy mood is sinister, and no less so is 
thy name. None the less art thou the supreme felicity of those who 
call upon thy name, 0 dispenser of favours! Thou art the sun, thou 
art the moon, thou art the wind, thou art the water, thou art the 
heaven and the earth, thou art the universal soul, thou art at once 
the all and its every part. Glory be unto thee, which art both the 
atom and the cosmos, 0 god whom we dearly love. Glory be unto 
thee, which art the All. Glory be unto thee which art more than the 
all and dost include the all! 99 1 

We see the process by which this doctrine, though in so many 
respects unmoral and inhuman, resolves itself in the end into a 
mystical quietism. The Sivaite saints of the early Middle Ages, such 
as Tirujnana Sambandha Svami, Appar Svami, and Sundara murti 
Svami, who flourished between the seventh and the ninth centuries, 
often sound a note in their hymns which reminds us of Catholic 
mysticism. The delightful Dravidian bronzes which perpetuate the 
likeness of these child saints (Fig. 99 and 100) are an intimation to 
us that, in the unity of the human mind, the most diametrically op¬ 
posed principles are mutually dependent, and that, without denying 
his own nature, the god of terror was capable of giving rise to a cult 
of abnegation, charity, and tenderness. 

1 See A. Coomaraswamy: The Dance of Shiva (New York, 1918; London, 1925). 



Above, the bulb of the bodhisattvu. Below, Landing of Hu 

— Photo t Goloubew 
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In this cosmic deity, in fact, all contradictions become reconciled. 
We have seen that he had as his essential symbol the linga, or phallic 
organ. But at the same time this god of the generative forces “ con¬ 
sumed love ” — and the way in which this happened forms one of 
the most charming legends in Hindu mythology. At the prayer of the 
goddess Parvatl, Kama, the god of love, had tried to disturb the 
heart of Siva during his solitary meditations. Without word or ges¬ 
ture the divine ascetic turned upon him the terrible glance of the 
eye set in the midst of his forehead. “ Love did not perish, for he 
is immortal. But, consumed as though by a flash of lightning, he has 
been since then the god without a body ( anafiga ).” 

In the end, however, the terrible ascetic yielded to the desires of 
Parvatl, the goddess of the mountains, who is also known as Durga, 
“the Inaccessible,” Kali, “the Black,” or simply Devi, “the God¬ 
dess ” (Fig. 73, 163, 233, 235). The consummation of their uni on 
made the whole world tremble. And, as a matter of fact, this earth- 
goddess is no more nor less than the sakti, or Energy of Siva, pro¬ 
jected outside himself and personified under a feminine form, to be 
all the more surely united to him afterwards in this sexual union 
(Fig. 76). She is therefore represented as in every way resembling 
him. Durga,” says the Harivamsa, “ is both wisdom and pleasure, 
both darkness and light. The elder sister of Yama, the god of death, 
she is covered with a garment of black silk. She appears under a 
thousand graceful or splendid forms. At times her glance is horrible, 
at times it is all sweetness. ... Her favourite resort is in the Vindhya 
%/' mountains. Her joy is in battle. Now she appears all covered with 
rags, now resplendent in magnificent garments. She is the night and 
the twilight. She walks with dishevelled hair. She is death, which 
delights to rend and devour the bleeding, palpitating flesh, and she 
is also the resplendence of the stars, the dutifulness of young girls, 
and the happiness of wives.” 

These very varied aspects of the generative and destructive Energy 




Figure 120 

Borobudur. Jalaka 504. Bhulliitlya. 
— Photo » Goloahew 
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find a rendering in the works of art. 1 On a number of reliefs at Ellora 
and Elephanta we shall see the goddess as lover and wife, full of 
tenderness and modest emotion (Fig. 75). One of these reliefs at 
Ellora, in particular, shows us Parvatl in a mythological scene con¬ 
nected with the Rdmayana: Siva and Parvatl are enthroned upon 
Mount Kailas (Kailasa), the Himalayan Olympus, which serves as 
their residence, while the rakshasa Ravana, the demon monster of 
the Rdmayana, starts shaking the mountain in order to obtain the 
intervention of Siva against Rama. The terrified Parvatl clings to 
her spouse with a gesture full of womanly spontaneity and freshness, 
while Siva holds the mountain steady and crushes the Titan with 
his toe (Fig. 77 and 160) . 2 

Side by side with these representations of the goddess, full of a 
delicate and touching humanity, in which she is no more than a 
loving woman, there are others of a very different character. In 
these Durga is the queen of battles, or, rather, of slaughter: we see 
her mounted on a lion in the character of MahishamardinI, 3 or 
44 slayer of Mahisha,” the asura or buffalo demon, whom she is pierc¬ 
ing with her trident. As Kali she appears as an old woman, with 
tongue lolling out and threatening fangs, dressed, like her consort, 
in a tiger-skin and a necklace of skulls; around her are grouped yet 
other Sivaite goddesses, the Sapta matrika , or Seven Mothers, sym¬ 
bols, like her, of life and death, of radiant beauty and hideous ugli¬ 
ness (Fig. 88 and 89). Even under this terrible aspect she is the 
object of an ardent mystical devotion on the part of the 46 Saktist ” 
sects, as the worshippers of the female Energy are called: 44 Because 
thou dost love the funeral pyres,” runs one of their hymns, 44 1 have 
made a pyre of my heart, that thou mayest come, 0 gloomy goddess, 

1 See Gopinatha Rao, op. cit., Vol. I, Pt. ii, 327-400. 

2 See ibid., Vol. II, Pt. i, 217, PL LIII. In Rajput paintings we have delightful repre¬ 
sentations of the love of Siva and Parvatl. See Gangoly: Masterpieces of Rajput Painting, 
PL XXX, XXXII, XXXIII. 

3 Or Mahishasura-marddani. See Gopinatha Rao, op. cit., Vol. I, Pt. ii, 345, PL CIII- 
CV; and Krishna Sastri, op. cit., pp. 207-11. 
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and dance in it thine eternal dance. Enter into me, enter into me, 
dancing thy rhythmic dance, that I may gaze upon thee with closed 

5 ? 

eyes. 

In the popular modern art of southern India Siva and Parvati 
appear under a less clearly defined aspect, as a pair of divinities 
riding on the hack of the bull Nandi (Fig. 234) or accompanied by 
this animal, which arose out of the churning of the sea, after which 



Figure 121 

Arrival at Nandana, as in the Buddhist poem of the Maitrakanyaka 
Avadanasataka , no. 36. 

— Photo , Goloubew 

it was used by Siva to ride upon. Sometimes Siva and Parvati are 
escorted by their son Ganesh (Ganesa) or Ganapati (Ganadhipati), 
the god with an elephant’s head (Fig. 233 and 162). 1 Ganesh, with 
his head and trank and one tusk (the other having been broken in a 
mythological adventure) and his cunning little eyes and round belly, 
is accompanied by his crony the rat, as sly as himself, who, in case of 
need, carries him on its back; he has as his attributes the goad 
(ahkush or ankusa ) and the rosary ( akshamald ) and is one of the 
most popular figures in India. Uniting in himself, as he does, the 

1 See Gopinatha Rao, op. cit., Yol. I, Pt. i, 36-67; Krishna Sastri, op. cit., pp. 169- 
76; and the delightful Ganesh at Calcutta reproduced by Percy Brown: “The Art 
Section of the Indian Museum of Calcutta,” in Indian Art and Letters , 1930,1, PL II. 
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nature of the two most intelligent creatures in creation — man and 
the elephant — it was natural that he should have become the god 
of men of letters. We may add that he is remarkably fond of good 
cheer—which is hardly likely to make him unpopular with the 
wits. And, finally, to put the finishing touch to his prepossessing 



Figure 122 

Bordbudur. Rudrayaria asking for information about the Buddha. 
— Photo, Goloubew 


character, he is able, in case of need, to combine the greatest kindli- 
ness — for there is no deity more benevolent — with a remarkable 
steadfastness in battle. 

The second son of Siva and Parvatl is Skanda, 1 the god of war, 

sometimes represented with six heads and riding upon a peacock. 

Finally, Hindu syncretism has created some composite divinities, 

„ * Kumara, or Subrahmanya. See Gopinatha Rao, op. cit., Vol. II, Pt. ii, 415* and 
Krishna Sastri, op. cit., p. 177. 
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such as Hari-Hara, a combination of Vishnu (Hari) and Siva 
(Hara). 1 The statues of this god, which are particularly frequent in 
pre-Angkorean Cambodia, are divided down the middle by an imagi¬ 
nary vertical line, the part to the right of which represents Siva, with 
his hair knotted on top of his head like an ascetic, and the half-eye in 
his forehead, while the part to the left represents Vishnu, with his high 
royal head-dress or tiara (Fig. 131, 132, 148). Still more composite, 
but less frequent, is the representation of the Trimurti , or Hindu 
triad, having as its principal figure Siva, with Brahma and Vishnu 
issuing from his body to the right and left — an interesting combina¬ 
tion, for it reminds us that the gods of the Hindu religion can in the 
last analysis be resolved into one another, and that all this polytheism 
is simply the poetical expression of a grandiose monism. 2 

To complete this rapid sketch of Hindu beliefs, something must 
be said about the epic legends. We have referred to those of Rama; 
but there remains the other mass of epic poetry, the Mahabharata, 
which is likewise an integral part of the Hindu faith. The original 
subject of the poem is the account of the struggle between the two 
clans established in the region of Delhi, wliich are, moreover, closely 
related to each other: the Pandavas and the Kauravas, descended 
respectively from two brothers, Pandu and Dhritarashtra. The heroes 
of the primitive poem are the five sons of Pandu: Yudhishthira, 
Bhlma, Arjuna, Nakula, and Sahadeva. Their birth was miraculous, 
for KuntI, the mother of the first three, and Madri, the mother of 
the last two, really conceived them through the agency of the gods. 
Thus Arjuna, the 44 Brilliant,” who is in some respects the principal 
figure of the epic, is the son of Indr a. The throne is in the possession 
of the Kauravas, the chief of whom, Dhritarashtra, has the seat of 
his rule at Hastinapura in the Dooab. But this king’s eldest son, 

1 See Gopinatha Rao, op. cit., Vol. II, Pt. i, 332; and a beautiful sixth-century Hari- 
Hara at Badami, in Banerji, op. cit., PL III, b. 

2 See Gopinatha Rao, op. cit., Vol. II, Pt. ii, 382-401. 




Figure 123 

Borobudur. Group of musicians. 
— Photo, Goloubew 
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Duryodhana, conceives a hatred for his cousins the Pandavas and 
causes them to be exiled. The five brothers accordingly retire into the 
woods —a frequent theme of Hindu legend — taking with them their 
common wife, the beautiful DraupadI, daughter of the King of the 
Pancalas; they next settle in the region of Indraprastha (Delhi), but, 



Figure 124 
Borobudur. Forest scene. 
— Photo , Goloubew 


having gambled away their new kingdom to their Kaurava cousins, 
they once more depart into exile into the forest. 

The Pandavas, however, have a supernatural protector, the hero 
Krishna, the leader of the Yadavas, a demigod disguised as a man, 
who acts as adviser to Arjuna. Encouraged by him, they claim back 
their kingdom from their cousins, and when the latter refuse to give 
it up, the great war begins. It occupies cantos VI to X of the epic, 
together with the bloody battle of the Kurukshetra, which is split up 
into as many episodes and single combats as a battle in the Iliad. 
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In the end the Pandavas are victorious and their leader, Yudhish- 
thira, ascends the throne. But the triumph of the heroes does not 
constitute the end of the epic, which has a melancholy finish, for in it 
we witness the death of Krishna as a human being and see how his 
subjects, the Yadavas, exterminate one another as the result of a 
curse sent from heaven, while he himself dies, like Achilles, of a 



— Photo, Golouhew 

wound in the heel and ascends into heaven. The five Pandavas in turn, 
feeling the approach of old age, abandon the throne and start out for 
the east, like pilgrims in search of the infinite, towards the Hima¬ 
layas, among which is hidden the Indian Olympus, the fabulous 
Meru. They climb upwards through forests and glaciers. In vain do 
four of them succumb by the wayside, together with Draupadl. 
Yudhishthira, the sole survivor, at last reaches heaven, where he is 
welcomed by Indra and restored to his own people. 
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But this plot is only the pretext for poetical digressions. Embedded 
in the vast poem are a number of separate poems, which are so many 
masterpieces. The most remarkable, perhaps, in its classic perfection 



Figure 126 

Avalokitesvara. Javanese bronze, ninth- 
tenth centuries. 

— Musee Guimet. Archives of the Museum 

is the legend of Nala and DamayantI, which is interpolated into the 
third canto of the epic. This is yet another story of princes exiled 
in the forest, like those of Rama and Slta or of Visvantara and MadrI. 
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The great-souled Nala,“ a tiger among men, the hero with the flawless 
body,” who reigns on the banks of the Nerbudda, is the ideal type 
of the Indian rajah, handsome, elegant, valiant, amorous, and chiv- 



Figure 127 

Prajnaparamita (Buddha as the Supreme Wisdom). 
— Leiden Museum. Photo, Van Oest 


alrous. He has won the heart of Damayanti of the long eyes and 
lovely hips, daughter of the King of Vidarbha (Berar). So mighty 
is his love that the gods themselves who had come to sue for the 
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hand of the young girl withdrew 
to make way for him. But once 
united with his beloved, Nala, 
like the Pandava heroes men¬ 
tioned above, yields to his pas¬ 
sion for gambling, and dices away 
his kingdom. He goes into exile 
in the forest, followed by the 
faithful DamayantT, who refuses 
to leave him. Unlike Rama, he 
allows himself to be led astray 
by the Evil One, and, afraid to 
let the young woman share the 
miseries of his outcast life, he 
takes advantage of her sleep to 
abandon her in the heart of the 
jungle. Terrified and unable to 
find her husband, Damayanti 
plunges alone into the impassable 
forests, among the wild plants, 
the rocks, and the haunts of wild 
beasts. At last she is saved by a 
caravan, and after various adven¬ 
tures reaches the city of Chedi, 
where the Queen, who is related 
to her family, welcomes her and 
treats her with honour, after 
which she sends her back to her 
father, the King of Vidarbha. As 
for Nala, after abandoning his 
wife he has the good fortune to 



Figure 128 

Pre-Angkorean statue, seventh century. 
— Musee GuimeL Photo, Gauthier 
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Figure 129 
Pre-Angkorean statue. 

— Musee Guimet. Photo , Gauthier 


save the life of a serpent-king, 
who, in his gratitude, endows him 
with magic power. Now, the King 
of Vidarbha, believing his daugh¬ 
ter to be a widow, thinks of mar¬ 
rying her to somebody else. But, 
thanks to the powers which he re¬ 
ceived from the serpent deities, 
Nala arrives in time, disposes of 
all his rivals, makes himself 
known, and recovers his be¬ 
loved. “ On seeing her husband 
as he had been in the past, Dama- 
yantl uttered a loud cry. And 
King Nala, as resplendent as 
ever, embraced Damayanti and 
his two children and was received 
by them with joy. Then the fair 
one with the long eyes, laying the 
head of Nala on her bosom, began 
to sob. After which, clasping in 
his arms his wife, with her limbs 
marred with dust, and her pure 
smile, the tiger among men re¬ 
mained for a long time plunged 
in sadness.” And the poem ends 
with the happiness of the hus¬ 
band and wife: “ Having recov¬ 
ered her husband, Damayanti re¬ 
joiced like the earth which 
welcomes the rain when the corn 
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has begun to sprout. Even so, 
when her weariness was once dis¬ 
pelled, her whole being bloomed 
with joy at attaining the summit 
of her desires, and she shone like 
the night when illuminated by 
the moon.” 1 

Another poem included in the 
Mahabharata, though quite dif¬ 
ferent in its inspiration, is the 
“ Bhagavad glta,” or “ Song of 
the Blessed One.” This is a philo¬ 
sophical poem — possessing, 
moreover, brilliantly poetical 
qualities — in which Krishna, 
while fighting at the side 
of the hero Arjuna, rouses him 
to do his duty in the approaching 
battle. At the moment of giving 
the order to attack, the great- 
souled Arjuna, seized with a com¬ 
passion which is quite Buddhist in 
character, hesitated as he thought 
of the thousands of victims who 
were about to perish. It was now 
that Krishna developed to him 
the pure Hindu doctrine of a 
serene cosmic indifference as 

1 Cf. Ananda Coomaraswamy: Cata¬ 
logue of the Indian Collections in the Mu¬ 
seum of Fine Arts, Boston, Pt. Y, “ Rajput 
Painting,” Pl. XL-LIV. 



Figure 130 

Pre-Angkorean statue, from a cast in 
the Trocadero. 

— Photo, Gauthier 
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Figure 131 

Hari-Hara in the Museum of Phnom Penh, 
from the east in the Trocadero. 

— Archives of the Musee Guimet 


opposed to the pity of Buddha: 
“ Thou dost feel pity where pity 
has no place. Wise men feel no 
pity either for what dies or for 
what lives. There was never a time 
when I and thou were not in ex¬ 
istence, and all these princes, too. 
Nor will the day ever come in fu¬ 
ture when all of us shall not 
exist. . . . There is no existence 
for nothingness, there is no de¬ 
struction for that which is. Know 
that the very tissue of this uni¬ 
verse is the Imperishable; it lies 
in no man’s power to destroy it. 
Bodies come to an end, but the 
soul which is clothed in them is 
eternal, indestructible, and in¬ 
finite. Fight then, 0 Bharata! It 
is as much a mistake to believe 
that one man kills as that the other 
is killed. There is never any birth, 
nor any death. Nobody has be¬ 
gun, and nobody will cease to be. 
Having no beginning and no end, 
the one and only Soul is not smit¬ 
ten when the body is struck. . . . 
That which is born is sure to die, 
and that which is dead is sure to 
be born. Faced with the inevi¬ 
table, pity has no longer any 
place. The origin of things es- 
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capes us; the object of our perceptions in the course of their career, 
they elude us once more in their end. Of what use are lamentations? 
Consider that pleasure or pain, wealth or poverty, victory or defeat, 
are of equal worth. Prepare, then, for the combat! . . . Give thought 
to nothing but the act, never to its fruits, and let not thyself be seduced 
by inaction. For him who achieves inward detachment, neither good 
nor evil exists any longer here below.” We see that here, too, as in 
Sivaism, Hinduism attains to a Nietzschean serenity, superior to hu¬ 
manity. It consists in a love of action for action’s sake, in the shape 
of a complete acquiescence, joyful and voluntary, in the universal ^ 
movement (dance). “0 world,” wrote Marcus Aurelius, 44 all that 
thou dost bring me is good unto me.” But the acquiescence of'the 
Stoic philosopher had something resigned, disillusioned, and nega¬ 
tive about it. That of Hinduism, fierce and even cruel as it may 
appear in its applications, seems to us infinitely more sane and virile 
from the philosophical point of view. 

HINDU ART 

During the middle ages Hinduism served as the inspiration of 
a powerful artistic movement in the sphere both of architecture and 
of sculpture. 1 

Mediaeval Hindu architecture includes three great schools: that 
of the Mahratta territory, with which we may associate that of the 
Carnatic during the Pallava period; the school of Orissa; and, 
thirdly, the school of the Carnatic in the Tamil period proper, after 
the tenth century. 

The style of the Mahratta territory is usually designated by the 
name of the two powerful local dynasties, the Chalukyas (550—757) 
and the Rashtrakutas (757—973), which reigned during the early 

1 Cf. Prasanna Kumar Acharya: Dictionary of Hindu Architecture, Oxford University 
Press, 1927; A. Coomaraswamy: “ Indian Architectural Terms,” Journal of the American 
Oriental Society, Vol. XLVIII, No. 2, pp. 250-75. 
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Middle Ages in what is now the Bombay Presidency. 1 The principal 
monuments of this art are, for the Chalukya period, the temples of 
Aihole, dating from about 600, the Malegitti Sivalaya and three 
other temples at Badami, dating from about 625, the temple of 
Virupaksha at Pattakadal, dating from about 740, and the earliest 
grottoes of Ellora — for instance, the Cave of the Avatars, Ravana- 
ka-Khai, Dhumar Lena, and the Ramesvara, dating from the seventh 
century. To the next period, that of the Rashtrakutas, belong the 
temple of the Kailasa at Ellora, dating from about 757 to 783, and 
the Sivaite sanctuary at Elephanta, dating from about 850 to 900. 
We may well associate with this style the temples in the Carnatic 
belonging to the period of the Pallavas, who ruled over the Madras 
Presidency from about 400 to 750.“ The principal Pallava monu¬ 
ments, such as the temples of Mahabalipuram, Mavalipuram, or 
Mamallapuram, dating from the seventh century, and of Kanchi, 
dating from the eighth century, are, moreover, plainly contemporary 
with those enumerated above (Fig. 57, 58). 

All these Pallava or Chalukya temples (or those, at least, which 
are open to the sky) can be distinguished from the temples of Orissa 
at a glance by the absence of the bulbous sikhara. On the other hand, 
they still have the mandapas, or porticoes crowned with a kind of 
corniced pyramid, surmounted in Pallava architecture by the little 
pinnacled pavilions called “ pancharam” Moreover, several of the 
temples at Mavalipuram, the rdthas, have this peculiarity: that they 
are monolithic; that is, they are really sculptured rocks. Similarly, 
the most important of the Chalukya and Rashtrakuta temples in the 
Mahratta territories, such as the Kailasa at Ellora and the temples of 
Elephanta, are excavated in the rock; but whereas the rathas of 

1 Cf. H. Cousens: The Architectural Antiquities of Western India (London, The India 
Society, 1927); H. Cousens: The Chalukyan Architecture of the Kanarese Districts, Archae¬ 
ological Survey of India, Vol. XLII (1926). 

2 See A. H. Longhurst: Pallava Architecture, Memoirs of the Archaeological Survey 
of India, No. 17, Pt. I (1924); No. 33, Pt. II (Mamalla period) (1928) ; No. 40, Pt. Ill 
(1930); Richard C. Temple: “A Visit to Seven Pagodas/’ Indian Antiquary, 1929. 



Figure 132 
Hari-Hara of Maha Rosei. 
— Musee Guimet 
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Mavalipuram, formed of rocks rising from the ground, remain open 
to the sky, the rock temples of the Mahratta territories, hewn and 
excavated in the depths of the rock on a mountain side, give the im¬ 
pression of subterranean temples “ swallowed up whole as the result 
of some cataclysm ” (Goloubew). Hence their quite peculiar char¬ 
acter (Fig. 59, 60). All the same, if we study the longitudinal section 
of the Kailasa, as drawn by Burgess, we shall be convinced that these 
peristyles and mandapas, these pyramidal towers with stepped cor¬ 
nices and pancharam — in short, the whole general conception of the 
monument — is the same as that of the Pallava temples at Mavali¬ 
puram, merely adapted here to the necessities of subterranean exca¬ 
vation. It is, moreover, this principle of sculpture in the live rock 
that has resulted, on the one hand, in the rocks hewn into animal 
forms by the masters of Mavalipuram, and, on the other hand, in 
the animals of the Kailasa at Ellora, which are also monolithic — 
for instance, the elephants at the entrance and those of the stupendous 
“battle of the elephants” which seems to support the base of the 
temple (Fig. 72). 

The school of Orissa is characterized by its curvilinear and bulb¬ 
ous towers, known as sikharas, 1 with strongly marked ribs, which 
seem to spring heavenwards as with a spontaneous motion and are 
crowned by a protruding cushion, or dmalaka , usually surmounted 
by a light, vase-shaped ornament, or kalasa. 2 Besides the sikhara, 
these buildings are distinguished by their porches, or mandapas, 
with pyramidal roofs, formed by a number of stepped cornices. This 
simple, vigorous, and powerfully synthetic style is chiefly repre¬ 
sented in the province of Orissa between the eighth and twelfth 

1 See Gurudas Sarkar: “ Notes on the History of Sikhara Temples,” in Rupam, 
April 1922; Ramaprasad Chanda: “ Beginnings of the Sikhara,” Rupam , January 1924; 
Gangolv: Indian Architecture , Calcutta, Rupam, PL XXXII-XLll. 

2 See Mano Mohan Ganguly: Orissa and her Remains—Ancient and Medieval (District 
Puri), Calcutta and London, 1912. The sculpture of Orissa is very interesting as forming 
a transition between the Gupta or Pala art of Bengal and the Dravidian art of the 
Deccan. See Ramaprasad Chanda: Bhanja Dynasty of Mayurbhanj and their Ancient 
Capital, Khiching, Archaeological Survey of India, 1923-5; and Fig. 85 of the present work. 
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centuries. The chief buildings in this style are those of Bhuvanesvar 
and Purl: the temple of Parasuramesvara, dating from about 750, 
that of Muktesvara, dating from about 950, and that of the Lingaraja, 
dating from about the year 1000; next come the temples of the 
Raj ran! and of Jagannatha-Purl, dating from about 1150, and that 



Figure 135 
Angkor-Vat. 

— Photo, Ecole frangaise d’Extreme Orient 


of Meghesvara, of about 1200; and, lastly, the temples of Konarak, 
dating, like those of Surya and Lingaraja, from the thirteenth cen¬ 
tury (Fig. 56). In the same style are the temples of Khajuraho, in 
the Bundelkhand, and notably that of Kandarya Mahadeva, dating 
from about the year 1000. 1 

The third architectural group is that of the so-called Dravidian 
temples — that is, those built in the Carnatic after the fall of the 
1 See Archaeological Survey of India, Report, 1922-3, PI. XXXIY-XXXVI. 
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Pallava, under the Tamil dynasties of the tenth to the seventeenth 
centuries. The chief of these monuments are the great mmdnas of 
Tanjore, built about the year 1000 by the Chola dynasty, and the 
temples of the modern Carnatic, such as the mania pa of Srlrahgam, 
\ ellore, belonging to the sixteenth century, and Madura, dating 



Figure 136 

Brahma of Battambang, first style. 
— Musee Guimet; Fustier donation 


from the seventeenth century. 1 Another school is that of the region 
of Mysore, with the temples of Halebld (Mysore) built under the 
local dynasty of the Hoys'alas, between the twelfth and thirteenth 
centuries, and the unfortunately ruined temples of Vijayanagar 
(Hampi), such as the Vithoba, dating from the sixteenth cen¬ 
tury." These Dravidian temples, especially those of the Carnatic, 

1 See Jagadisa Ayyar: South Indian Shrines (Madras, 1920). 

2 See A. H. Longhurst: Hampi Ruins , described and illustrated (Madras Govern¬ 
ment Press, 1917); A Sewell: A Forgotten Empire , Vijayanagar (London, 1900). 
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usually consist, firstly, of gates surmounted by a tower, or 
go pur which give access to the temple and are the characteristic 
feature of this architecture; secondly, of the mandapa, a porch or 
columned hall preceding the sanctuary, which we have already noted 
in the temples of Orissa and the Chalukya or Pallava temples; and, 
thirdly, of the sanctuary properly so called, or vimana, which is 
likewise surmounted by a tower in the shape of a truncated pyramid 
with several storeys. Both the vimanas and the go pur as are seen here 
as heavy masses of stone which take the same form of a truncated 
pyramid, overloaded and entirely covered with carvings; but here 
the sculpture is no longer of any value in itself, but only as a motive 
of ornamentation. This ornamentation, which almost suggests gold¬ 
smiths’ work executed in stone, becomes more and more elaborate, 
from the vimdna of Tanjore, in the eleventh century (Fig. 61) to the 
great temple of Madura, in the seventeenth century. Nor is it any 
less profuse in the interior in the mandapas, as is shown by the fa¬ 
mous cavalcade of Srlrahgam. To quote W. Cohn, we have here a 
sort of “ Hindu baroque but, thanks to the exuberance of its in¬ 
spiration, the inexhaustible fantasy and prodigious variety of the 
sculptural motives, it none the less produces a powerfully decorative 
effect. 1 

For the sake of clearness, we have enumerated these various 
schools on geographical and static principles, paying no attention 
to the links of evolution which connect them. Yet these links none the 
less exist. The two earliest in date of these Indian schools of archi¬ 
tecture— that of the Mahratta territory and that of the Pallavas — 
serve as the starting-point of the other two. The sikhara of Orissa is, 
indeed, no more than an upward extension, with a more soaring 
curvilinear outline, of the pyramid with rounded tiers that charac- 

1 See Jouveau-Dubreuil, Archeologie du sud de Vlnde, Yol. I, Architecture, Annales du 
Musee Guimet, Bibliotheque d’Etudes, Vol. XXVI (1914). For the “Hindu baroque” 
of Madura, Tanjore, Srlrahgam, Kumbhakonam, Tiruvarnamalai, Chidambaram, etc., 
see the photographs by H. von Glasenapp: Heilige Stalten Indiens (Munich, 1928), 
PL 135-171. 



Figure 137 

Vishnu in his avatar as a horse(?). First 
Angkorean style. 

— Musee GuimeL Archives of the Museum 
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terizes the Mahratta style, as seen in the temple of Malegitti 
Sivalaya at Badami, or of that belonging to the Pallava style, as 
seen in the temple on the shore at Mavalipuram, the intermediate 
stage being provided by the temples of Khajuraho. Again, the trun¬ 
cated pyramid of the Chola or Tamil school is another resultant of 
the same elements: starting from the stepped pyramid with rounded 
tiers, as seen on the mandapa of Surya Deul, at Konarak, or on the 
Muktesvara at Kanchl, the slope of the pyramid has only to be made 
continuous by increasing the number of tiers and reducing the width 
of the step by which they are separated, to give us the mandapas and 
go pur as of Tanjore and Madura. The intermediate stage is, more¬ 
over, provided by the temples of the Hoysala school of Mysore, 
referred to above: the temple of Somnathpur, dating from 1248, 
and the temple of Nuggehalli, at Mysore, dating from 1249. 1 

Jain architecture, though akin to that of Orissa, is a style by 
itself. It was evolved in the sanctuaries of Jainism, and notably at 
Mount Abu in Rajputana, in the Vimala Sha and Tejahpala, dating 
from 1032 and 1232, at Girnar in Kathiawar, whose temples date 
from 1230 and 1278, and at Palitana in Gujerat, where they date from 
the ninth century. The essential features of a Jain monastery of 
the best period are: a porch consisting of four colonnades forming a 
cross which meet in an octagonal building supporting a curvilinear 
dome copied from the sikharas of Orissa, but hollow inside and more 
slender and soaring; next comes the sanctuary, preceded by its 
vestibule, and also surmounted by a curvilinear tower. Round these 
principal sikharas are grouped all those that crown the various 
secondary edifices. This profusion of pillars, kiosks, towers, domes, 
pinnacles, and spires, added to the quality of the material and the 
infinite variety of the decoration — at Mount Abu they are of white 

1 See Vincent Smith: “Architecture and Sculpture in Mysore, Hoysala Style,” in 
Indian Antiquary, Vol. XLIV (1915); R. Narasimhachar: Architecture and Sculpture in 
Mysore, Vol. I, The Kesava Temple at Somanathapur (Bangalore, 1917); Vol. Ill, The 
Lakshmidevi Temple at Dodda-Gaddavalli (1919). 


Buddhist head. Second X'ngEorean style. 
— Musee Guimel Archives of the Museum 
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marble, deeply hollowed out and, as it were, chased like goldsmiths’ 
work — succeeds in producing an impression of elegance and light¬ 
ness worthy of Arab art. 1 It is not at all surprising that the earliest 
Indo-Moslem architects drew so much of their inspiration from 
Jain models (Fig. 168-169). 


The sculpture associated with the Hindu architecture of the early 
Middle Ages is quite as interesting as the buildings themselves. Like 
them, indeed, it is directly connected with the Buddhist art of the 
preceding age. This continuity is particularly noticeable in the group 
of temples at Mahabalipuram, Mavalipuram? or Mamallapuram, 
near Madras, in the Carnatic. 2 

The sculpture of Mavalipuram is the highest achievement of the 
art of the Pallavas, a people which, as we have seen, held sway over 
the Deccan from about 400 to 750. But, far from representing foreign 
invaders, as some have believed, the Pallavas merely carried on in 
this part of the eastern Deccan the traditions of the kings of Andhra, 
among whose vassals they had doubtless been numbered in past days. 
Thus a connexion is established between Mavalipuram, the Pallava 
capital, and Amaravati, the former capital of the Andhras. We may, 
moreover, consider that the art of Amaravati, as certain reliefs from 
Nagarjunikonda in the Musee Guimet bear witness, lasted till well 
on into the fifth century — that is, down to the beginning of the 
Pallava period. This influence of the art of Amaravati on the de¬ 
velopment of Pallava sculpture seems to us incontrovertible. It 
doubtless explains why the inspiration of the works at Mavalipuram 
is less severe, more human, and more touching than in the other 
Sivaite or Vishnuite sanctuaries. 


1 Cf. D. R. Bhandarkar: “Some Temples on Mount Abu,” Rupam, July 1920. 

* Rodin, Ananda Coomaraswamy, Havell, and Goloubew: Sculptures sivaites, 
Collection Ars Asiaiica , No. Ill (Paris, Van Oest, 1921), PL XXVIII-XLVII; A. H. 
Longhurst: Pallava Architecture, Memoirs of the Archaeological Survey of India, No. 33, 
v (^928), PL XXI, XXV, XXVIII-XXXIII; A. Coomaraswamy: “Two Pallava 
Marble Pillars,” Bulletin of the Museum of Fine Arts, Boston, No. 167 (June 1930). 


Figure 139 

Buddhist head. Khmer art, eleventh-twelfth centuries. 
— Musee GuimeL Archives of the Museum 


230 


THE CIVILIZATIONS OF THE EAST 


The principal relief at Mavalipuram is the great rock-carving 
known as the Arjuna-ratha, which, according to an earlier view, 
which has been revived by some critics, represents the “ penance of 
Arjuna but has recently been identified by V. Goloubew, whose 
view we adopt, as the “ descent of the Ganga ” (Gaiigavatarana). 
We know what scene of mythology is referred to in this episode: it 
is the descent from heaven to earth of the sacred river, the Ganges, 
as described in the legend related in Book IX of the Bhdgavata 
Purdna. This enormous' sculpture in high relief, measuring nearly 
thirty yards in length and twenty-three feet in height and entirely 
covering one face of the cliff, groups a whole world of animals, 
ascetics, genii, and gods round the cascade in which sports a band 
of male and female serpent deities (nagas and nagls), symbolic of the 
sacred waters (Fig. 62). What we have before us here is a vast pic¬ 
ture, a regular fresco in stone. This relief is a masterpiece of classic 
art in the breadth of its composition, the sincerity of the impulse 
which draws all creatures together round the beneficent waters, and 
its deep, fresh love of nature. 

Nor is the value of the various details any less great. In particular 
we may draw attention to the ascetic prostrating himself on the left 
of the cascade (Fig. 63): this amazingly realistic figure with its 
synthetic, rugged, and direct workmanship, at once restless and 
simple, has all the quality of a Rodin. Again, what joy is expressed 
in these pairs of gods or genii, whose supple, elongated nude figures 
dance in the air in the style of Amaravati and Aihole (Fig. 64, 65)! 
For such details are excellent evidence in proof of the theory ad¬ 
vanced by us above, to the effect that Amaravati finds a direct con¬ 
tinuation at Mavalipuram, except that in the latter place there is 
greater power than at Amaravati. The serpent-king ( naga ) and the 
female divinity [nagl), that “ sweet and perturbing water-nymph 
{douce et troublante ondine) ” as she has been called, who symbolize 
the sacred waters, are both splendid pieces of sculpture (Fig. 65). 


Figure 140 
Buddhist head. Khmer art. 

— Musee Gurnet Archives of the Museum 
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Mavalipuram can also show a vigorous and broad treatment of 
animals which is directly derived from the canons fixed hy the Gupta 
artists. Perhaps we may even say that here the Indian art of repre¬ 
senting animals, of which we saw the beginnings at Sarnath and 
Sanchl, reaches its height. What majesty there is in the group of 
elephants in adoration before the descent of the waters, to the right of 
the cascade, where they seem to be presiding in the name of the 
animal kingdom over the august mystery (Fig. 64) ! 1 What life there 
is in the “ ascetic cat ” standing on its hind legs a little farther on 
(Fig. 66)! And what supreme elegance in the pair of deer which 
look on at the scene from the mouth of a cave opposite, on the left- 
hand side, with the lifelike action of the stag scratching his nose with 
his hind foot (Fig. 67)! Moreover, the cliff of the Gahga is not the 
only one which has masterpieces to show. There is another rock¬ 
carving which has preserved for us an admirable and intensely life¬ 
like pastoral scene of the milking of a cow, which is licking her calf’s 
back with a deft movement of the tongue (Fig. 68). More amazing 
still is the monolithic sculptured block showing a family of monkeys, 
with the male picking vermin off the female while she suckles her 
two little ones: here again we have a keenly observed scene, as hu¬ 
morous as it is realistic (Fig. 69). 

Special mention should be made of the detailed groups in the 
reliefs at Mavalipuram which represent nude figures: the goddesses, 
dancing female genii, and water-nymphs in the Descent of the 
Ganga, to which we referred above; the group of the Pallava king 
Mahendravarman and his wives, 2 and the group of Lakshmi and the 
elephants, surrounded by her women (Gaja-Lakshml), in the cave of 
the varaha avatar a (avatar of the boar), the group of Parvati hold¬ 
ing the little Skanda on her knees in the Dharmaraja-ratha, and the 

1 the comparison with the splendid elephants in the relief of Isurumuniya, 
Anuradhapura, Ceylon, “so impressive in their quiet dignity and truth,” by A. m! 
Hocart in Ceylon Journal of Science, Section G, Archeology, Vol. I, Pt. 3 (January 13 
1927), p. 96, and PI. XLVIII. J ’ 

5 See Annual Bibliography of Indian Archeology for 1926 (Leiden, 1928), PL VII. 




Buddhist head. Khmer art. 

— Musee Guimet. Archives of the Museum 
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pairs of Pallava princes and princesses in the Arjuna-ratha. Never 
has the decorative value of the female figure been more successfully 
emphasized than in these elongated nude figures with their chaste 
grace, which are closely akin to those in the latest manner at Amara- 
vati and to those of Ajanta (Fig. 70—71). 1 

And lastly, to consider them from the point of view of the en¬ 
semble, the descent of the Gaiiga at Arjuna-ratha is not the only 
scene on a large scale at Mavalipuram of which we may admire the 
skilful composition, and dramatic qualities. We may note the same 
sense of dramatic effect, the same sureness in the grouping of the 
figures, in several other reliefs — for instance, the battle of the 
goddess Durga with the demon-buffalo Mahisha (Durga-Mahishamar- 
dinl), the sleep of Vishnu on the serpent Ananta in the Mahishaman- 
dapam, and the scene of Vishnu in the form of a boar drawing the 
earth out of the water, in the cave of the varaha avatdra. 2 

The transition between the style of Mavalipuram and the Chalukya 
and Rashtrakuta style of Ellora and Elephanta is provided by the 
Chalukya reliefs of Badami and Aihole, in the district of Bijapur. 

/ The caves of Badami date from the end of the sixth century (578) 
and the whole of the seventh. The reliefs in the first cave, which are 
Sivaite, and those of the third cave, which are Vishnuite, contain 
some splendid scenes; in the first cave, a dance of Siva, with a free- 
dom of movement which was possibly to show a falling off in the 
later Nataraja; and in the third cave a majestic and decorative king 

1 Also the delicious group of Gorardhanadhara Krishna reproduced by A. H. Long- 
hurst: Pallava Architecture, Memoirs of the Archaeological Survey of India, No. 33 
(1928), Pl. XXVIII; and the Pallava King Paramesvara-varman I and his queen 
(c. a.b. 6*5) in Gangoly: “Another Panel from Arjuna’s Ratha, Mahavalipuram,” in 
Rupam, October 1926, p. 73; Krishna Sastri: Two Statues of Pallava Kings, Memoirs of 
the Archaeological Survey of India, No. 26 (1926); Coomaraswamy: “ A Pallava Relief, 
Durga/’ Bulletin of the Museum of Fine Arts, Boston, XXV, No. 148 (April 1927), p. 23. 

2 For the Pallava school of painting see the delightful frescoes of Sittanavasal, attrib¬ 
uted to the time of Mahendravarman I (600—625), reproduced by Mr. Mehta: Studies in 
Indian Painting, pp. 1-14; and the article by M. Jouveau-Dubreuil in Indian Antiquary. 
Vol. LII, pp. 45-7. 
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lion (Narasimha), and half-nude pairs of gods of a wonderful and 
voluptuous elegance. 1 The temples of Aihole belong to the same 



Figure 142 
Buddhist head. 

— Sioclel collection , Brussels. Photo , Stoclet. 
By courtesy of M. Stoclet 


Chalukya period (about 634), and their sculptures (a Brahma, a 
Vishnu, a Siva, etc.) are of a tall, slender elegance directly derived 
from Amaravati (Fig. 40). 2 

^ See R. D. Banerji, op. cit., PL II, XVIII, XIX, and XX. 

2 See H. Cousens: “The Ancient Temples of Aihole, 5 ’ Archaeological Survey of India , 
Report, 1907-8, pp. 189-209, PL LXXVI; H. Cousens: Chdlukyan Architecture of the 
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The other Chalukya and Rashtrakuta temples in the Mahratta 
territory, and especially those of Ellora and Elephanta, also contain 
remarkably fine sculptures. The cult from which most of these works 
draw their inspiration is naturally the worship of Siva, the fierce 



Figure 143 


Buddhist head. Khmer art. 

— Musee Guimet. Archives of the Museum 


deity symbolizing the cosmic force, Nature with her eternal process 
of creation and destruction. Hence stern faces and menacing figures 
abound at Ellora. Yet Gupta classicism is everywhere present. It is 
this classicism that marshalled those stupendous combats of elephants 
which run round the base of the temple and seem to support it 


Kanarese Districts , Memoirs of the Archaeological Survey of India, Yol. XLII (1926), 
Pl. XVI, XVII, XXL 
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(Fig. 72). It also inspires the images of Siva. The Siva on the Kailasa 
at Ellora, like that at Elephanta, is still a Gupta figure, in which the 
Buddhist aureole is replaced by the royal tiara, and which, instead 
of standing for pity and renunciation, symbolizes in its tumultuous 



grandeur the whole of life. The sentiment is different, but the 
aesthetic principle remains the same (Fig. 73, 75, 81, and also 
86,91). 

Even when represented in the character of Bhairava, the god of 
terror — even in the dread dance of the Nataraja, the body of Siva 
is as simple and pure in line and as smooth, chaste, and soft in its 
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nudity as the corresponding figures at Mathura and Sarnath (see the 
Bhairava of Elephanta 1 and the Nataraja in the cave of Ravana-ka- 
Khai at Ellora, Fig. 74). 2 Moreover, when Siva is called upon to 
represent, not the force of destrucjidti, but the instinct of love which 

/.-/■' * V.-' 



Figure 145 
Buddhist head. Khmer art. 

— Haase collection. Archives of the Musee Guimet 


is perpetually creating life, what supreme charm and tender radiance 
emanate from his whole being! In this connexion we need only men¬ 
tion the bas-relief of the nuptials of Siva and Parvati at Elephanta 3 

1 See Gopinatha Rao, op. cit., Vol. II, Pt. i, p. 192, PI. XLVI ( Andhakasuravad - 
hamurti). 

2 Also Gopinatha Rao, op. cit., Vol. II, Pt. i, p. 262, PI. LXIII. 

3 This group forms part of a scene of the Gahgddharamurti. Cf. Gopinatha Rao, op. 
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(Fig. 75) and the scene of their kiss on the Kailasa at Ellora (Fig. 
76). The Nataraja and the Bhairava just mentioned were expressive 
of the exaltedly poetic participation of the soul in the principle of 
universal violence. The nuptials of Siva now show us the other aspect 
of the same creed. The young King, leading by the hand, wuth a 
gesture of inexpressible pride, this maiden as modest as an Athenian 
virgin, is still the cosmic force which, but yesterday, was a pitiless 
outburst of unbridled joy in destruction, but now expresses itself 
in a love-song of infinite sweetness. As for the relief of the kiss, 
which in its Sivaite symbolism far transcends the divine idyll which 
it represents, it is in our opinion one of the most powerful works in 
the art of the whole world — a sort of oriental Rodin. We may add 
that, like Mavalipuram, the Kailasa has some true pictures to show 
us: for instance, the relief showing Havana shaking the mountain on 
which Siva and Parvatl are enthroned, in which the subterranean 
violence of the Titan, the serenity of the god as he crushes him with 
a gesture, and the womanly agitation of the goddess as she shrinks 
in terror against her spouse, all go to make up an ensemble admirable 
in its breadth (Fig. 77). 

We may note how closely these Sivaite figures of Ellora and 
Elephanta approximate to the Buddhist art of earlier centuries when 
they represent the deity under his smiling aspect. The Siva of the 
nuptials of Siva and Parvatl at Elephanta, the Siva crushing Ravana 
at Ellora, at once recall the beautiful bodhisattva princes at Ajanta. 
They have the same supreme elegance, the same nobly elongated 
bodies, the same blend of strength and grace, and sometimes even 
the same costume (the high royal head-dress, etc.); while the female 
figures, in turn, such as those of Parvatl, might be the sisters of 
the very Botticellian princesses who figured as the companions or 


cit., Vol. II, Pt. i, p. 317, PL XC. For the same style see also the admirable group of Siva 
and Parvatl in the Kalyanasandamurti scene at Elephanta, reproduced by Gopinatha 
Rao, op. cit., Yol. II, Pt. i, Pl. GUI, p. 346. 
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temptresses of the bodhisattva at Ajanta. Moreover, we should do well 
to pause before certain of these figures, and especially before two of 
the three figures in demi-relief between the columns of the entrance 
porch of the Kailasa, representing the three river-deities, Ganga, 



Figure 146 
Buddha of Preakhan. 

— Musee Guimet. Archives of the Museum 


Yamuna, and Sarasvati (Fig. 78, 79). 1 In such works as these, with 
their noble beauty of rhythm, worthy of Athens or Florence, Indian 
sculpture perhaps reaches its apogee. At any rate, occupying as they 
do a middle position between the yakshini of Bharhut and Sanchi, 

1 Cf. Archaeological Survey of India, Report, 1924-5, PI. XXXII, the two exquisite 
reliefs of Ganga and Yamuna, from the foot of the right and left door-jambs, Dah 
Parbatiya, District of Darrang. 
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Figure 147 
Converted yaksha . 

— Mus&e GuimeL Archives of the Museum 
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with their heavy, intoxicating sensuality, and the eighteenth-century 
statues of Lakshmi, rigidly confined within the rules of an artistic 
canon which has degenerated into the commonplace, the two river- 
goddesses of Ellora offer an ideal of feminine beauty which we shall 



Figure 148 
Hari-Hara. 

— Masee Guimet. Archives of the Museum 


find: again at Bdr5budur, and which, though free from any Greek 
influence, almost succeeds in rediscovering our own classic ideal by 
its own exalted qualities. 

The masterpiece of this sculpture is perhaps the giant figure of 
Siva in the form known as the Mahesamurti at Elephanta — that is, 
the three-headed bust representing the three aspects of the god (Fig. 



Figure 149 
Sivaite head. 

— Musee Guimet. Archives of the Museum 
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81 ). 1 There has been much discussion about the iconographic signifi¬ 
cance of this statue. In the view of a number of archaeologists, the 
central head, 64 with its calm and majestic expression,” represents 
either Siva in the role of creator (Brahma), or Siva as the preserver 



Figure 150 
Sivaite head. 

—• Musee Guimet. Archives of the Museum 


(Vishnu); the head on the left, 66 with its menacing brows and half¬ 
open lips, and the fang showing at the corner of the mouth,” would 
represent Siva as the destroyer, the god of terror (Bhairava); and, 
lastly, the gentler and more smiling third head, on the right, would 

1 See Rodin, A. Coomaraswamy, Havell, and Goloubew: Sculptures sivaiies. Collec¬ 
tion Ars Asiatica, III (Paris, Van Oest, 1921), PI. XV-XXVI. 
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represent Parvati, as the sakti of Siva. But these interpretations, 
which would explain this three-headed figure at Elephanta as a sort 
of Trimurti (triad), are now generally abandoned, and it looks as 
though we have here a Mahesamurti — which is the opinion of Mr. 



Figure 151 
Head of a devoid (deity). 

— Musee Guimet. Archives of the Museum 


Coomaraswamy. However this may be, the three countenances of the 
one being are here harmonized without a trace of effort: there are 
few material representations of the divine principle at once as power¬ 
ful and as well-balanced as this in the art of the whole world. 
Nay, more, here we have undoubtedly the grandest representation 
of the pantheist God ever made by the hand of man (Fig. 83). In a 
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magnificently poetic outburst Rodin has celebrated 66 this full, pouting 
mouth, rich in sensuous expressions, these lips like a lake of pleasure, 
fringed by the noble, palpitating nostrils.” Indeed, never have the 
exuberant vigour of life, the tumult of universal joy expressing itself 
in ordered harmony, the pride of a power superior to any other, and 



Figure 152 

Buddha seated on the serpent. 

— Museum of Phnom Penh. Photo, 

Ecole frangaise d } Extreme Orient 

the secret exaltation of the divinity immanent in all things found 
such serene expression. In its Olympian majesty, the Mahesamurti 
of Elephanta is worthy of comparison with the Zeus of Mylasa or the 
Asklepios of Melos. 1 

The Sivaite school of RadamI, Ellora, and Elephanta lies at the 

origin of that Dravidian sculpture, in stone or in bronze, which is 

1 For the Hindu school of painting of Maharashtra, see D. Y. Thompson: “ Notes on 
some Early Hindu Paintings at Ellora,” Rupam, April 1926, p. 45, with coloured plates. 


Buddha seated on the serpent. 

— Musee Guimet. Archives of the Museum 
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likewise, as a rule, connected with the cult of Siva and flourished in 
the south — especially in the Carnatic — from the palmy days of the 
Tamil Empire of the Cholas at Tanjore in the eleventh and twelfth 
centuries till the period of the empire of Vijayanagar in the four¬ 
teenth, fifteenth, and sixteenth centuries, when it was at its height. 
This sculpture has left us a quantity of masterpieces, many of which 
have fortunately found their way into the museums of Europe and 
America. We here reproduce a few specimens either from the C. T. 
Loo collection, or from that of the Comte Rene Philipon, or else 
from the Musee Guimet. First of all, we have a series of seated 
figures representing Siva, Brahma, and the Seven Mothers of Sivaism, 
the Sapta matrika, 1 great stone statues from the Deccan, dating from 
the fifteenth century and once in the possession of Monsieur Loo 
(Fig. 86-89). Then we have a Siva, from the Musee Guimet, in the 
pose known as the plana “ dakshinamurti 99 (image of wisdom); in 
this highly important work the god is represented as the master of 
wisdom, seated under a banyan-tree on a rock in the Himalayas, in 
the pose known as the virasana, with the left leg crossed and resting 
on the right knee, and one of the hands making the gesture of re¬ 
assurance (Fig. 90). 2 In these pure and harmonious bodies, with 
their slender, elegant torsos; redeemed from all weak over-refinement 
by their breadth of shoulder and virile power of build, in the 
caressing softness of the lines and the supple and happy pose of the 
limbs, we see a continuation of the whole tradition of Ajanta, Ellora, 
and Elephanta. These statues of Siva, Brahma, and the Mothers 
might have been taken from the finest of the Rashtrakuta reliefs, 
from the nuptials of Siva and Parvatl to the river-goddesses of the 
Kailasa. As yet we find none of the exaggerations and commonplaces 
of the “ Hindu baroque ” into which the art of the south was to 

1 Cf. the mdtrikd panels at Ellora and in the Lucknow Museum in Hirananda Sastri: 
The Origin and Cult of Tara, Memoirs of the Archaeological Survey of India, No. 20 
(1925), PL I. . 

2 Cf. Krishna Sastri, op. cit.. Fig. 54 (Avur); Gopinatha Rao, op. cit., Vol. II, Pt. i. 
281-3. 
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degenerate from the seventeenth century onwards. Here we still have 
an art that is classic in the full sense of the word, both because it re¬ 
mains faithful to the grandeur of taste ** of native Gupta classicism, 
and also because it has reached such a height of perfertion that, even 



Figure 154 

Angkor-Vat. The churning of the sea. From a cast 
in the Indo-Chinese Museum in the Trocadero. 

— Photo , Giraudon 

for the non-specialist public, it takes its place on the highest level of 
universal aesthetics. We almost incline to regard these southern 
sculptures in full relief of the Vijayanagar period as the noblest speci¬ 
mens of Indian art. At any rate, they possess a virile elegance and 
plastic balance superior to anything which had been seen up to that 
time. 
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This elegance is displayed above all in the bronzes. There are 
a few Dravidian bronzes recently acquired by collections in Paris 
which may be reckoned among the masterpieces of this school, and 
all friends of Indian art must congratulate themselves upon seeing 
the Western public thus placed in a position to comprehend the uni- 



Figure 155 

Angkor-Vat. The army on the march. Relief in the Trocadero. 
— Archives of the Musee Guimet 


versal value of this art from such well-chosen examples. One of these 
bronzes, about thirty-two inches high and dating from the fifteenth 
century, has been presented to the Musee Guimet. It represents with 
supreme elegance and slender rhythmic grace Siva as protector of art 
and letters — literally “Siva with the lute,” or Vlnadhara “ dak- 
shinamurti” a sort of Indian Antinous with the pure grace of an 
Apollo, to which the pronounced sway of the body at the hips and 
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the high Sivaxte head-dress add a further charm . 1 Besides the swaying 
attitude of the dbhanga , we may note in particular the softness of the 
torso, the exquisite curve of the lower part of the back, the delicate 
gesture of the first of the right hands, with thumb and forefinger joined 
in the kataka hasta (flower gesture), the flawless modelling of the 



Figure 156 

Angkor-Vat. The army on the march. From cast in the Indo-Chinese 
Museum of the Trocadero. 

— Photo , Giraudon 

limbs, with the bend in the left leg, which is advanced in the pose 

known to Indian theorists as the dlldha, unconsciously repeating one 

of the most felicitous poses of Greek statuary (Fig. 91-92). 

Quite different in character are three bronzes recently added to 

the Rene Philipon and C. T. Loo collections and to that of the Musee 

1 See Gopinatha Rao, op. cit., Vol. II, Pt. i, 289-92, PL IXXX (Museum of Madras) 
and LXXXI (Vadarahgam). 


a 
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Guimet, which we also reproduce, together with a similar figure from 
the Madras Museum (Fig. 94, 95, 96, 97). 1 These, too, are Dravidian 
works of the fourteenth and fifteenth centuries, and again represent 
Siva, but not this time as the Apollo-like youth whom we were ad¬ 
miring just now i he is now the embodiment of a more powerful and 
Dionysian harmony — that of the Nataraja, the dread dancer of the 
cosmic dance, the symbol of a superhuman poetic exaltation in which, 
as we have seen, India has expressed her heroic and almost Nietz- 



Figure 157 

Angkor-Vat. Decorative scenes. 

— Photo, Ecole fran^aise d J Extreme Orient 


schean acceptance of universal joy, pain, and force. Whether he be 
surrounded or not by the flaming aureole of the tiruvasi (prabha 
mandala ) —the circle of the world which he both fills and oversteps 
— the king of the dance is all rhythm and exaltation. The tambourine 
which he sounds with one of his right hands draws all creatures into 
this rhythmic motion, and they dance in his company. The con¬ 
ventionalized locks of flying hair and the blown scarfs tell of the 
speed of this universal movement, which crystallizes matter and re¬ 
duces it to powder in turn. One of his left hands holds the fire which 
animates and devours the worlds in this cosmic whirl. One of the 

i Cf. Rodin, Coomaraswamy, Havell, and Goloubew: Sculptures sivaites. Collection 

Ars Asiatica, III, PI. I-XII. 



BUDDHIST AND BRAHMAN INDIA 


253 


god’s feet is crushing a Titan, for “this dance is danced upon the 
bodies of the dead,” yet one of the right hands is making the gesture 
of reassurance (abhaya mudrd ), so true it is that, seen from the 
cosmic point of view, and sub specie ceternitatis , the very cruelty of 
this universal determinism is kindly, as the generative principle of 
the future. And, indeed, on more than one of our bronzes the king 
of the dance wears a broad smile (Fig. 97). He smiles at death and 
at life, at pain and at joy, alike, or rather, if we may be allowed so 
to express it, his smile is both death and life, both joy and pain, and 
this Nietzschean smile at universal suffering seems to us to possess 
very nearly the same aesthetic value as the misereor super turbas of 
the Christian and the Buddhist. From this lofty point of view, in fact, 
all things fall into their place, finding their explanation and logical 
compulsion. Here art is the faithful interpreter of the philosophical 
concept. The plastic beauty of rhythm is no more than the expression 
of an ideal rhythm. The very multiplicity of arms, puzzling as it may 
seem at first sight, is subject in turn to an inward law, each pair re¬ 
maining a model of elegance in itself, so that the whole being of the 
Nataraja thrills with a magnificent harmony in his terrible joy. And 
as though to stress the point that the dance of the divine actor is 
indeed a sport ( Ilia ) — the sport of life and death, the sport of crea¬ 
tion and destruction, at once infinite and purposeless — the first of 
the left hands hangs limply from the arm in the careless gesture of 
the gaja hasta (hand as the elephant’s trunk). And lastly, as we look 
at the back view of the statue, are not the steadiness of these shoulders 
which uphold the world, and the majesty of this Jove-like torso, as it 
were a symbol of the stability and immutability of substance, while 
the gyration of the legs in its dizzy speed would seem to symbolize 
the vortex of phenomena. 

Thus the very India that just now, in Buddhist art, offered us the 
most soothing doctrine of gentleness, Franciscan pity, and tenderness 
now presents, in its Sivaite art, the most inspiring lessons of rigour, 
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serenity, and superhuman asceticism. For ever blessed be the sacred 
land to which humanity is indebted for such enrichment! 

After rising to this pitch of austerity it is quite refreshing to de¬ 
scend to a lower level, where other bronzes from the souths in the 
Musee Guimet, show us a more human dance — that of the infant 



Figure 158 

Angkor-Vat. Devatd (deity). 

— Photo , Ecole frangaise d’Extreme Orient 


Krishna, the divine cowherd, the beloved of the milkmaids, whose 
cult mingles a spiritual quietism with idyllic scenes at once carnal 
and tender . 1 He is a charming figure, in which Hindu art is seen to 
triumph in a subject somewhat analogous to that of the Greek Eros, 
not to speak of our own sacro bambino — who is, however, less 
wanton. Even in Sivaism we find figures which are quite similar, such 

1 See Krishna Sastri, op. cit.. Fig. 25 (butter-dance of Bala-Krishna); Gopinatha Rao, 
op. cit., Vol. I, Pt. i, LX (NrntmVa nrittamurti in the Madras Museum); Coomaraswamy: 
Portfolio of Indian Art, Museum of Fine Arts, Boston, PI. LVII (a very charming figure). 
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as the Sambandha in the Loo collection (Fig. 98). Still more pleasing 
are the bronzes of the infant Krishna dancing the serpent-dance 
(Kaliya-Krishna) U And, since we have mentioned these Krishnaite 
reliefs, whose heart-felt piety is in such strong contrast with the 



Angkor-Vat. Devaia, 

— Photo, Ecole. frangaise d'Extreme Orient 

superhuman intellectualism of the Sivaite philosophers, we will also 
reproduce a wood-carving from the Carnatic, dating from the seven¬ 
teenth century and presented by Monsieur Jouveau-Dubreuil to the 
Musee Guimet, which represents Krishna the cowherd, the Indian 

1 See Krishna Sastri, op. cit., Fig. 26 (Madras Museum); Gopinatha Rao, op. cit., 
Yol. I, Pt. i, LXIV, 213. 
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Orpheus (Gana-Gopala, or Venu-Gopala), charming the heifers of 
his herd with his flute. Here we are obviously not dealing with a work 
of very high art, as we were just now; but we may none the less take 
a pleasure in the elegance of this blooming scene (Fig. 102). 1 

These are but a few examples out of thousands of southern Indian 
art during the period of the Chola kingdom and afterwards of the 
Vijayanagar Empire. But the sanctuaries and museums of India 
contain hundreds of others, the chief types of which should be 
mentioned; for a whole iconographical classification has grown up 
for the Sivaite and Vishnuite sculpture, as it did formerly for Bud¬ 
dhist sculpture. To take only the ritual gestures, it is necessary here 
to note a few that are characteristic of Sivaite works. These hasta 
,»/ (hand-gestures), as they are called by Indian art-critics, are often 
most elegant and noble and have lent an added richness to the already 
existing wealth of the old Buddhist mudra. Thus to the mudra 
analysed above we may add the lamba hasta (pendent hand) or lola 
hasta (hand moving to and fro) — the Hand drooping negligently, or 
half-raised at the end of an arm half-outstretched, a gesture which in 
the most beautiful of the Sivaite statues assumes quite a flower-like 
grace; the gaja hasta, in which the arm is extended across the breast 
with the hand drooping— one of the left hands, that is, of the Nata- 
raja. The literal meaning of the phrase is “ the gesture of the ele¬ 
phant,” for it is imitated from the soft flexibility of an elephant’s 
trunk when swaying half-outstretched in the air. Next comes the 
tripataka hasta, or gesture of the three fingers, so called because the 
divinity (Siva) holds the shell, the ax, or the hind between the raised 
thumb and forefinger, wdiile the ring-finger is bent and the little 
finger again outstretched — a gesture, as we can see, so dexterous as 
to be almost precious. It is also known as kartarl mukha, or the 
“ scissors gesture.” There is also the nidrita hasta — literally, u the 
sleeping hand ” — the gesture of the hand lying at rest on some 

See Gopinatha Rao, op. eit., Vol. I, Ft. I, 207; Krishna Sastri, op. cit., p. 44. 
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Banteai Srei. Siva and Parvaltwtfie Kailas with Havana shaking it. 
— Photo, Goloubew. By permission of Messrs. Van Oest 
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object, with the palm open. In the Nataraja the hand shaking the 
little drum ought at the same time to make the gesture of the 
damaru hasta, and the hand holding the fire that of the ardha chandra 
hasta (half-moon). A particularly elegant gesture is that of the hand 
of Siva which holds the bowl, the palm being thrown backwards, 
while the kapala (bowl or skull) is held between the middle and 
ring fingers, the forefinger and little finger being delicately crooked 
as though to avoid touching it. Equally refined are the gestures of 
the katiga (hip), with the left arm hanging down and the hand rest¬ 
ing very lightly upon the hip, and the gestures of the kataka hasta 1 
— that is, the holding of an attribute, chiefly a flower, in the hand 
(Fig. 93). Lastly we have the suchl hasta, with the “pointing” 
finger, a gesture indicative of drawing attention or of surprise, and 
the jndna mudra (wisdom gesture), with the palm turned towards 
the breast, and the thumb and forefinger touching. 

Among the accepted poses we shall also find the seated posture 
known as sukhasana (posture of ease*), with the right leg on the 
ground, the left leg being folded, a posture accompanied by the ges¬ 
ture known as the abhaya (fearless) mudra; the utkatika, or attitude 
of “ divine wrath,” with the right leg in the same position as above, 
the left being propped against the chair to assist the sitter in rising; 
the pose of Krishna as the cowherd ( gopala ), with the hip thrust out 
sideways so as to throw the weight of the body upon the left leg, while 
</ the right leg is slightly bent and crossed in front of it; not to speak 
of some twenty or more attitudes which Indian theorists have classi¬ 
fied and described at great length. Equally careful is their classifica¬ 
tion of the various head-dresses. Thus Siva’s braided curls {jata) are 
knotted in a graceful pyramid surmounted, as occasion demands, by 
the skull, the serpent, and the crescent, in order to form the jata 
mukuta, or “ diadem of braided hair.” In the pose known as the 
bhikshatanamurti these curls are spread out like a halo — the jata, 


1 Or simhakarna (lion’s ear). 


Banteai Srei. Door with scene of Krishna in high relief. 
— Photo , Goloubew. By permission of Messrs . Van Oesi 
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mandala — and in the Nataraja they are crowned with a fan of pea- 
cock’s feathers. Often, too, the god’s hair is braided into a high 
truncated cone in the form of a tiara, and called the kii ita mukuta. 



Figure 162 
Ganesh. Cham style. 

— Museum of Tourane. Photo, Parmentier. 

By permission of Messrs. Van Oest 

Ill the case of the god of terror, this head-dress is sometimes crowned 
by a tongue of flame/ 

The various monographic types are determined at a glance by the 

1 For the representation of these postures, gestures, etc., see Krishna Sastri, op. cit., 
PL I-IV, pp. 269-72; Gopinatha Rao, op. cit., Yol. I, Pt. i, PI. I-IX, pp. 1-32 (explana¬ 
tion of terms). 


Parvatl. 

Museum of the Ecole francaise d’Extreme Orient 

at Tourane. Photo, Parment ier-Goloubew 
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ritual attitudes. The types of Siva, in particular, very rapidly be¬ 
came stereotyped, both in art and in religious tradition. We have 
already had occasion to describe certain of these in connexion with 
the photographs reproduced: for instance, the Nataraja (Fig. 94-97), 
the Siva in the pose of the vinddhara (lute-holder) “ dakshinamurti 
(Fig. 91, 92), the Siva in the attitude of jnana (endued with wis¬ 
dom) “dakshinamurti” (Fig. 90), etc. But there are many other 
accepted types besides these. In the first place, the dakshinamurti, 
or representations of Siva as a sage — whether as god of meditation 
or of art and letters — include, in addition to the vinddhara and 
jnana murti, two other forms: the vydkhydmurti (pose of speech), 1 
which is, however, almost identical with the jiidna, and the yogamurti 
(mystic pose), which represents the god meditating in the attitude 
of the yogi, with the legs crossed in the padmasana attitude. Next 
comes the bhikshdtanamurti, or representation of Siva in the guise of 
a naked beggar with four arms, the upper right hand holding a little 
drum, the lower right hand drooping in the lamba hasta, one of the 
left hands holding the alms-bowl made out of a skull, and the upper 
left hand making the gesture of the kataka hasta, as though holding a 
flower (Fig. 93). Certain of these statues—for instance, those of 
Pandananallur and Tiruvenkadu, reproduced by Gopinatha Rao 3 — 
are nude figures of rare delicacy, worthy of the best Greco-Roman 
work. The Siva in the attitude known as the kalasamharamurti (or 
kdlaharamurti), in which he is conceived as the conqueror of Time 
— a little figure which he crushes beneath his foot is usually rep¬ 
resented with the bust turned slightly towards the left, the weight of 
the body being thrown on to the right leg, which is brought across 
to the opposite side, while the left leg is gracefully bent so as to 
crush the figure of Time; the upper right hand holds the ax, the 


1 Or vyakhyana dakshinamurti See Gopinatha Rao, op. cit., Yol. II, Pt. i, pp. 274 84 

(with numerous plates). rvxrTrTTT 

2 See Gopinatha Rao, op. cit., Vol. II, Pt. i, pp. 284-9, PL LXXVI-LXXVIII. 
a See Gopinatha Rao, op. cit., Yol. II, Pt. 1, pp. 306-9, PL LXXXYI-XC. 


Figure 164 

Dancing-girl attired in jewels. Cham style. Seventh century. 
— Tourane Museum 
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upper left hand the hind, the lower right arm makes the gesture of 
surprise (suchi mudra), and the lower left arm is in the attitude of 
dlihgana mudrd, clasping the sakti of the god. 1 When the bronze is 
the work of a master, as in the Brihadisvara temple at Tanjore, the 
bend of the body in the dbhahga attitude is again equal in elegance 
to the most noble Greek poses. A frequently occurring pair is that of 
the Umdsahita murti or Sukhdsana murti, representing Siva and Uma 
seated in the attitude of dalliance, or lalitdsana . 2 The bronzes repre¬ 
senting this scene often possess a strange charm: the goddess, with 
her left leg hanging down and the right leg bent and slightly raised, 
is propping herself up on her couch with her extended left arm, while 
the right hand is in the kataka mudra, gesture of holding a flower or 
of argumentation. When Skanda, son of Siva and Uma, is repre¬ 
sented between his parents, the same group is called Somaskanda* 
There is one rather special type that is not lacking in attraction — 
that of the hermaphrodite Siva (ardhanarl or half-woman) —that 
is, Siva and his consort united in one body, the right-hand side of 
the body being of the male sex, and the left-hand side of the female 
sex. 4 

One of the most pleasing types in the iconography of Vishnuism 
is the Kodanda Rama or Rama with the bow (the bow, however, is 
not shown), in which the right arm is raised at a right angle in the 
gesture of the archer, or dhanurdhdri hasta, while the left arm is 
lowered in the lamba or lambita hasta (pendent hand). When com¬ 
bined with the elegant curve of the dbhahga, this double gesture, 
expressive at once of the strength of the archer and of the vibra- 

1 See Krishna Sastri, op. cit., p. 142, Fig. 88-89; 0. C. Gangoly: South Indian 
Bronzes, p. 26, PI. I. 

2 See Gopinatha Rao, op. cit., Vol. II, Pt. i, p. 130, PL XXI; and Krishna Sastri, 
op. cit., p. 110; Fig. 69. 

3 See Krishna Sastri, op. cit., p. 107, Fig. 67, 68; Gopinatha Rao, op. cit., Vol. II, 
Pt. i, PL XXII. 

4 See Gopinatha Rao, op. cit., Vol. II, Pt. i, 321-32, Pl. XCV-XCVIII; Krishna 
Sastri, op. cit., p. 120, Fig. 76-80. 
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tion of the invisible bow, produces a rare impression of pride and 
nobility . 1 



Figure 167 
Cham monster. 

— Museum of the Ecolefranqaise d’Extreme Orient 
at Tourane. Photo, Parment ier-Goloubew 


Side by side with the statues of divinities, a place of their own must 
be assigned to the southern bronzes representing Sivaite saints . 2 We 
reproduce here one of the masterpieces of this style, the portrait of 

1 See K. N. Sitaram: “Kodanda Rama,” in Rupam, October 1921; Gangoly: South 
Indian Bronzes, PL XII, XIII; and Gopinatha Rao, op. cit., Vol. I, Pt. i, LV. 

2 See Gopinatha Rao, op. cit., Yol. II, Pt. ii, pp. 473-92, with delightful pictures, 
PL CXXXIV, CXXXVII; O. C. Gangoly: South Indian Bronzes, PL XIV-XX; A. 
Coomaraswamy: Bronzes from Ceylon, Memoirs of the Colombo Museum, Ceylon (1914). 


F i g 

Jain Temple at"6elhi. 

Photo , Johnston and Hoffmann 
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the famous saint Sundara murti Svami, nearly twenty inches high, 
in the Colombo Museum (Fig. 99). This saint, who wrote so many 
pious hymns — a sort of Dravidian St. Louis Gonzaga who died 
at the age of eighteen at the height of his mystical inspiration, is rep¬ 
resented as a beautiful youth with broad shoulders, a slender waist, 
and long thighs, with his right hand raised in the kataka hasta, as 
though holding a flower, and the left arm drooping softly, with the 
hand in a delicate gesture of instruction or argument. The poise of 
the body, with the weight thrown on the bent left leg, has a remarkable 
beauty of rhythm. In spite of a certain preciosity of gesture and at¬ 
titude, the statuette remains charming in its simplicity and candour 
— in fact, it is inspired by a moving sincerity. As Mr. W. Cohn ob¬ 
serves, though this statue belongs to a worship so remote from our 
own, such human tenderness and piety emanate from it that it none 
the less speaks to our hearts. The face seems to be smiling at some 
ecstatic vision, and the lips to open as though to chant some hymn. 

Almost as charming, and full of an equal fervour and a like 
simplicity, is another statuette in the Colombo Museum, representing 
the Sivaite saint Appar Svami, with his hands joined in the ahjali 
hasta (gesture of supplication). There is also in the Colombo Museum 
a Tirujnana Sambandha Svami, the child saint, one of the most de¬ 
lightful nude figures of a child that we know. 1 These two works seem 
to belong to the thirteenth century. The Madras Museum, for its part, 
possesses several bronzes of Sivaite saints that display a simplicity, a 
nervous elegance, and a softness worthy of the best bronzes of the 
Italian Renaissance. Gr, rather, we may say that among the Italian 
sculptors who worked in bronze, there was no Fra Angelico; while 
there are certain of these statuettes that remind us of a Donatello with 
the soul of that Dominican friar (Fig. 99-100). 2 But here we are 
evidently in another clime, as is plainly shown by a delicious statu- 

1 0. C. Gangoly: South Indian Bronzes, PI. XVII—XVIII. 

2 See Gangoly: South Indian Bronzes, Pl. XIV-XV; Gangoly: “A Statuette of a 
Shaiva Devotee” (with four illustrations), in Rupam, July 1927. 


Figure 169 
Great Mosque at Ajmere. 

— Photo , Johnston and Hoffmann 
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ette of the monkey-king Hanumat, about thirty inches high, now 
in the South Kensington Museum, which will best enable us to un¬ 
derstand this art which has been so under-estimated. 1 What is more, 
there is no irony in it, none of the slightly mocking spirit .of the 



Figure 170 
Mosque of the Qutb, Delhi. 

— Photo , Johnston and Hoffmann 


Japanese sculptors. This little child monkey, with its marvellous 
elegance, embodies in a humble bronze all the kindliness of the 
friend of Rama, all the self-sacrifice of the saviour of Slta, all that 
brotherly feeling for animals which was a part of Hindu pantheism. 

And, lastly, the Dravidian bronzists have left us actual portraits, 
1 Cf. Coomaraswamy: Arts and Crafts of India and Ceylon, PL 5, No. 49. 
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such as those of Krishna Deva Raja (1509-29), king of \ ijayanagar, 
with his two wives beside him — works characterized by the same 
elegant simplicity. 1 



Figure 171 
The Outfa Minor. 

— Photo , Johnston and Hoffmann 


We shall still find masterpieces among the bronzes of the south 
even well on in the seventeenth century. For instance, we ought not to 

ignore the Lakshml of the Musee Guimet, in which she is represented 

1 See Coomaraswamy: History of Indian and Indonesian Art , Fig. 245. PL LXX\I; 
and Coomaraswamy: “ Siidindische Bronze (a queen, c. 1100,), in Washington Freer 
Gallery, Pantheon , July 1930, p. 338. 
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in the ritual attitude of the goddess, with the right forearm raised and 
the right hand in the gesture of holding a flower (kataka hasta ), while 
the left arm hangs down by the side of the thigh, and the left hand 
droops negligently in the gentle gesture of the lola hasta (Fig. 101) / 



In accordance with Indian canons of art, the bust turns decidedly 
towards the right, while the hip is thrust out in such a way that the 
body rests upon the left leg, the right leg remaining slightly bent. 
This principle of “ counterpoise ” is also emphasized by the excessive 

1 Cf. the charming “Devi as Uma. Copper. .590 m., southern India. Fourteenth to 
fifteenth century. Gift of Sir William Beardsell” in the Museum of Fine Arts, Boston 
(A. Coomaraswamy: Portfolio of Indian Art, PI. LII). 
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slenderness of the waist, contrasting with the fullness of the breasts 
and hips. The work has real elegance; the elongated limbs, the soft¬ 
ness of the abdomen, the very exaggeration of the characteristics of 
Indian female beauty, and the sideward thrust of the hip, so pro¬ 
nounced as almost to appear dislocated, cannot fail to exert an im¬ 
mediate fascination, l et it must be admitted that, in such works as 
this, art is on the way towards degenerating into conventional devices. 
Evidently the artist has automatically applied canons a thousand 
times repeated. 1 We have only to note the rows of Lakshmls in the 
neighbouring cases, exactly similar in nature, but lacking in the same 
elegance, to be sure that immediately afterwards we shall come to 
what W. Cohn calls the commonplaces of Hindu Baroque. 

None the less, we may note that, in spite of this process of de¬ 
cadence, the achievements of the animal-sculptors were well main¬ 
tained for a long time to come. Thus the buildings of Halebld in 
Mysore, such as the temple of Hoysalesvara, dating from the twelfth 
century, and the temples of Vijayanagar, or the temple of the Hazara 
Ramasvami (or “Thousand Ramas”), can still show processions 
of elephants in the great naturalistic tradition of Sanchi and Mavali- 
purani in the reliefs on their bases, as ornate as a piece of lace-work. 

At the other, end of India, in Bengal, Buddhist art, which had been 
driven out of the south by the triumph of Sivaism, held its own for 
a longer period, under the Pala and Sena dynasties—which flour¬ 
ished from 750 to 1060 and from 1060 to 1202 respectively — and 
afterwards in Nepal. But it developed in a direction analogous with 
that followed by Sivaite art. Here, again, the origin of this art is to 
be sought in the melting softness and simplicity of Gupta art: but 
the Gupta canon is progressing by imperceptible degrees towards a 
more elongated elegance and poses of a greater preciosity a more 
pronounced sideward sway of the hip, more drooping attitudes, more 
1 For iconography of Lak.shml, see Krishna Sastri: South Indian Gods t p. 18 
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sophisticated mudras, a highly curious blend of great flexibility with 
a more hieratic character, a profusion of decorative motives and 
personal adornments, a taste for complicated ornamentation, for a 
setting of pointed arches, flames, and points, the whole effect pro¬ 
ducing an impression as of a sort of Indian flamboyant style. To 
state the case more precisely, all these Bengali bodhisattvas, dating 
from the tenth to the twelfth centuries, form a real transitional stage 
between Gupta art on the one hand and the statues of Nepal and Tibet 
on the other, the latter being, moreover, directly derived from them . 1 
We shall examine these at greater length in discussing their influence 
upon central Asia in the fourth volume of the present series/ 

1 See J. C. French: The Art of the Pal Empire of Bengal (Oxford University Press, 

1928): A. Coomaraswamy, Portfolio of Indian Art , Museum of Fine Arts, Boston, PL 
XXIV (Padmapani in lalitasana, .152 m., late Pala or Sena period, twelfth century) and 
PI. XXVII (group of Siva and Uma, .160 m., tenth to eleventh century); Coomaraswamy: 
“An Illustrated Nepalese MS.,” Bulletin of the Museum of Fine Arts, Boston, XIX, No. 
114 (August 1921), pp. 47-9. . . 

2 The whole of this question of Bengali, Pala, and Sena art is reviewed again m 
detail in Vol. IV of the present work, Ch. ii (Fig. 166 el seq.), in which I have attempted to 
define the Pala aesthetic canon and show how it lingered on in Nepalese and Tibetan art. 
I would therefore refer the reader to Vol. IV for the later history of Buddhist art— 
both sculpture and painting—in north-eastern India. 


CHAPTER II 


Farther India and the Malay 
Archipelago 


JAVANESE ART: INDIAN INFLUENCE 
AND THE MALAY REVIVAL 

T here is an obstinate prejudice thanks to which india is 
constantly represented as having lived, as it were, hermetically 
sealed up in its age-old civilization, apart from the rest of 
Asia. Nothing could be more exaggerated. We have seen how Iranian 
and Greek Influences exerted an influence over Indian art for many 
centuries. Though the cultural originality of India ultimately ab¬ 
sorbed the Greek influences, in our opinion these Indo-Iranian af¬ 
finities never ceased to make themselves felt, from the days of the 
earliest Ary as down through the Sasano-Gupta period to the time 
of Akbar. But it Is above all In connexion with the expansion of India 
that the Idea of her isolation has to be combated. In the next volume of 
this work we shall see that, during the first eight centuries of our era, 
so far as religion and art are concerned, central Asia was a sort of 
Indian colony. It is true that the political supremacy over central 
Asia continued to be Tokharian, Chinese, Turkish, or Tibetan. On the 
other hand, India left her Impress upon the Malay Peninsula and 
Archipelago and Indo-China in politics too. 

It is too often forgotten that in the early Middle Ages there 
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existed a 44 Greater India,” a vast Indian empire. Though politically 
it was as loosely organized as the Hellenic empire of Greater Greece 
had been in earlier days, morally this Indian empire was equally 
homogeneous. In the ninth century of our era Ceylon and Pegu, 
Cambodia, Champa (or what is now southern Annam), Sumatra, and 
Java were as intimately connected with India as Cyprus, Cyrene, 
Sicily, and Marseilles had once been with Greece. Angkor, the Cham 
kingdom of the Quang-nam, and the Sumatro-Javanese Empire of 
Srlvijaya were as closely bound up with the Buddhist land of 
Magadha and the Hindu empire of the Pallavas in the Carnatic as 
Syracuse or Corcyra, Naucratis or Sinope, could have been with 
Corinth or Miletus. A man coming from the Ganges or the Deccan 
felt as much at home there as in his own native land. In those days 
the Indian Ocean really deserved its name: it was an Indian sea in 
precisely the same sense as the Mediterranean had been a Greek sea 
during the fifth century B.c. No land illustrates the truth of this bet¬ 
ter than Java . 1 

In quite early days — no doubt, about the beginning of our era — 
the island of Java underwent the influence of Indian colonists, or, 
rather, 44 civilizers,” who introduced with them the Hindu cults of 
Sivaism and Vishnuism, as well as Buddhism. Sumatra was also 
Indianized under more or less similar conditions. It was, moreover, 
in Sumatra that the first great Indo-Malay state came into being, that 
of Srlvijaya (the modern Palembang), which in the eighth century 
brought under its hegemony a large part of the Malay Archipelago, 
including the western and central part of Java . 2 The kings of Srlvi¬ 
jaya, who belonged to the powerful dynasty of the Sailendras, pro¬ 
fessed Buddhism. They erected a whole series of great Buddhist 

1 Cf. Karl With, Jam (1922); N. J. Krom: Hindoe-Javaansche Geschiedenis (The 
Hague, 1926); P. Vogel: “The Relation between the Art of India and Java,” in The In¬ 
fluences of Indian Art (London, India Society, 1925). 

2 Indian influence reached even Borneo, as is proved by the fine Buddha recently 
found at Kota-Bangoen and reproduced in the Annual Bibliography of Indian Archae¬ 
ology, 1926 (Leiden, 1928), PL XL 




Tomb of ‘Ala ul-DIii, Delhi. 
Photo, Johnston and Hoffmann 
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sanctuaries in central Java, such as Kalasan (in 778) and Bor5- 
budur. 1 In the middle of the ninth century central Java recovered its 
independence under local princes, who built the sanctuaries of Pram- 
banan — which now belonged to the Sivaite cult. Next, from the 
tenth century onwards, the political centre of Java shifted to the 
eastern part of the island, where several dynasties reigned one after 
the other. The most important of these eastern dynasties reigned at 
Jangala and at Kediri in the eleventh and twelfth centuries, after¬ 
wards at Singhasari in the thirteenth century, and finally at Majapa- 
hit, in the fourteenth century. 

Indo-Javanese art seems to make its appearance about the end of 
the seventh or the beginning of the eighth century of our era, with 
the group of buildings on the plateau of Dieng, in the centre of the 
island, including the temples of Chandi Puntadeva and Chandi Bima, 
which are Sivaite sanctuaries due to local princes who had formerly 
been under the hegemony of the kings of Srivijaya. 2 The affinity be¬ 
tween the statues fromHhis group of temples — now in the Museum 
J of Batavia and reproduced in Krom’s albums — and the Indian Gupta 
art of the school of Mathura is obvious at a glance. Yet, as early as 
these first works, we find an art which is already specifically Java¬ 
nese, though still falling within the sphere of Indian aesthetic in¬ 
fluence. The material alone, which is andesite, a grey volcanic 
trachyte, wffiose microlithic texture has a granulated feel to the touch, 
forced the Javanese sculptors to adopt a stronger style of workman¬ 
ship than was necessary in the Indian sandstones. The impression 
of strength produced by Javanese art, and the value arising from its 
balance of masses, are caused in part by these material conditions. 

1 There is, on the contrary, a new hypothesis according to which the Empire of 
Srivijaya was “West Java,” and Sumatra was only a dependency of it (see the works of 
Stutterheim). 

2 See N. J. Krom: Inleiding tot de Hindoe-Javaamche Kunst (The Hague, 1920); 
M. P. Verneuil: L’Art a Java. Les Temples de la periode classique indo-javanaise (Paris, 
Van Oest, 1927). 



Window in ihe Siili Sayyid Mosque, Ahmednlmd, c. 1500. 
— Photo, Johnston and Hoffmann 
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The statues from Dieng — which represent the Brahmanic gods Siva, 
Parvatl, Ganesh, and Brahma — are in general treated with a sim¬ 
plicity of form which, though still perhaps a little rugged, already 
reveals a command of material which was to remain the heritage 
of Javanese art. Some of the details are specifically native: for in¬ 
stance, the creatures chosen to bear the gods upon their backs are 
here no longer animals, but men with animals’ heads, the ox Nandi 
being replaced by a man with a bull’s head. 

From the architectural point of view, these temples at Dieng have 
as a rule 44 the appearance of cubical constructions with strongly 
marked lines.” The temple is 44 a simple square cella, one side of 
which is preceded by a broad porch or peristyle, while the other 
three sides are divided by pilasters into longitudinal bands filled with 
projecting niches or sculptured panels.” The form of the roof varies; 
thus, at Puntadeva we find a sort of receding second storey, while 
at Bima the building is surmounted by a pyramidal structure formed 
of a series of stepped tiers. The first of these forms seems to bear some 
resemblance to certain Pallava temples at Mavalipuram, and most 
of all to the pre-Angkorean Khmer architecture of Cambodia, of 
which we shall speak later; whereas the Bima type has more re¬ 
semblance to the sikhara of Orissa. 

Between about 730 and 860, the period of Sumatran domination 
and of the Empire of Srlvijaya, we reach the culminating point of 
Indo-Javanese art. The Sumatran dynasty of the Sailendra, which 
was a Buddhist one, covered the central regions of Java with fine 
buildings such as Chandi Kalasan, Chandi Mendut, and Borobudur. 

The Kalasan, which dates from 778, belongs to the first Dieng 
type, but is differentiated from it by its 46 icosagonal'”^^^'form''—‘'that is, * 
by its projecting niches along the sides, which developed into chapels 
with entrances of their own, the plan thus forming a Greek cross. With 
the Kalasan should be associated the little neighbouring temple of 
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Yihara Sari, which contains some reliefs of the highest order — for 
instance, the standing bodhisattva with his hand on his hip, of which 
there is a cast at the Trocadero — a charming little prince of in¬ 
imitable grace (Fig. 103). 



Figure 175 

Mosque of Ibrahim, BIjapur. 

— Photo , Johnston and Hoffmann 


Chandi Mendut offers no lateral temples, but merely a longitudinal 
projection at each side. It is a square structure, with a sobriety which 
reminds us of the Doric, at once elegant and compact, with two 
storeys, the upper one receding, in accordance with the Dieng type. 
Its distinctive feature is the importance and height of its base, with 
the fine decorated plinth which adorns it, thus heralding BSrobudur. 
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Borobudur is not a temple, like the buildings mentioned above, 
but is in theory a stupa — though a stupa of a very special form, the 
base with its reliefs and the stepped upper storeys being inspired by 
the architecture of the temples of the same period. It was built, ac- 



Figijre 176 
Palace of Akbar, Agra. 

— Photo, Johnston and Hoffmann 


cording to Krom, in the second half of the eighth century and is a 
sort of artificial mountain, or, rather, 66 a mountain turned to the 
uses of architecture and supplemented by masonry,” and including, 
in ascending order, firstly the enormous platform forming its base, 
which is square in plan with redan-shaped projections; secondly a 
high terrace with five tiers or storeys on the same plan as the platform, 
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each tier receding farther than the one below, and adorned on its 
facade with a series of niches, one above the other, containing an 
equal number of statues of Buddha. We may judge of the importance 
of these statues when we realize that the whole structure at Boro- 
,-budur contained no less than four hundred and thirty-six niches; 



Figure 177 


Tomb of Akbar. Sikandra. 

— Photo , Johnston and Hoffmann 

thirdly, below the fifth terrace is a circular platform with three 
stepped tiers, on the edge of which rise seventy-two hell-shaped daga- 
bas or dagobas (small stupas ); and lastly, in the centre of the highest 
storey is the hemispherical dome of the stupa proper. 

This enormous mass is admirably marshalled. Order, proportion, 
and taste are, indeed, the virtues of Indo-Javanese art. The curious 
thing is that whereas Indian art displayed a tendency towards the 
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monstrous, towards exaggeration and overloading, especially in the 
Deccan, Indo-Javanese art refers every detail to the laws of what is 
a truly classic canon. For instance, though the sculptured ornamenta¬ 
tion at BSrobudur is so abundant, far from overloading the building, 



Figure 178 

Tomb of Ftimad al-Daula, Agra. 
— Photo , Johnston and Hoffmann 


as too often happens in India, it remains definitely subordinate to 
the architectural scheme. The wonderful seated Buddhas in the niches 
of each storey form a really integral part of the whole; beneath the 
graceful flame of the klrti mukha (grotesque mask) which crowns 
the niches, they are, as it were, the smiling soul of the building 
(Fig. 104). 1 

1 Cf. Gangoly: “Note on Klrti mukha,” Rupam , January 1920 (with thirty-five 
illustrations). 
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The sculpture at Mendut and Borobudur Is, however, of value for 
its own sake. Not only is It an immense advance upon that at Dieng, 
if regarded from the Javanese point of view only, but when viewed 
in connexion with Indian sculpture too, it includes perhaps the 
purest masterpieces of the Gupta ideal of art. We need only glance, 
first at the Buddhist statues at Sarnath and Mathura, belonging to 
the Gupta art of die fourth century (Fig. 41, 42J, and then at the ^ 
statues of the Buddhas in the niches at Borobudur, seated in the atti¬ 
tude of the padmasana and making the ritual gestures (that of giving, 
argument, the dhyana mudra. > the gesture of reassurance, the Wheel 
of the Law, etc., Fig. 104): in them we find the same simplicity of 
line, the same tender and caressing modelling: the smooth, rounded 
shoulders, the soft, almost melting contours of the bust and limbs, 
and the smooth faces, too, with their serene and pure grace. This 
softness is all the more remarkable because the material here em¬ 
ployed is a volcanic trachyte, full of holes and granulations, whose 
intractable roughness only enhances the triumph of the most delicate 
chisel ever wielded by a sculptor. The famous little head of Buddha 
in the Leiden Museum (Fig. 105), charming in its blend of youth 
and seriousness, shows with what virtuosity the artists of the school 
of BdrObudur succeeded, thanks to this very volcanic ruggedness 
itself, in rendering the full warmth of the skin, and the varied, com¬ 
plex, palpitating life of the flesh, as well as ever the brush of a Renoir 
could do (cf. Fig. 105 and 106). 

But w T e have already admired these qualities in the statuary of 
Mathura and Sarnath. The peculiar feature of Borobudur are the bas- 
reliefs, long frescoes in stone, so perfect in their grouping and so har¬ 
moniously balanced in their composition that on looking at them we ^ 
are reminded of the doors of the Baptistery at Florence, and the pic¬ 
torial quality of a Ghiberti’s art. 1 We cannot attempt to describe even 

1 See N. J. Krom and Van Erp: Archxologische Beschrijving van Barabudur (The 
Hague, Nijhoff, 1920.); N. J. Krom: The Life of Buddha in ike Stupa of Barabudur sJTfae 
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a tenth part of these reliefs; we need only realize that at Borobudur 
they form nearly two thousand scenes, sixteen hundred of which are 
in a fairly good state of preservation. We will only draw attention to 
a few of them, which we reproduce here from the fine photographs 



Figure 179 

Tomb of Ttimad al-Daula, Agra. 
— Photo , Johnston and Hoffmann 


of our master Victor Goloubew. Here, for example, on the lower 
part of the first gallery, to the right-hand side of the southern front, 
we have the story of a famous jdtaka, ii; which Prince Sudhana is 
casting his ring into the water-pot o£ one" of the kinnarls at the foun¬ 
tain, while the other kinnarls are returning to the city carrying their 
full water-jars: in the modest beauty of their gestures and the fine 


Hague, 1926); A. Foucher: “Buddhist Art in Java” (the stupa and bas-reliefs of Boro¬ 
budur), in The Beginnings of Buddhist AH (London, 1917). 


















































Tomb of rtimuri all >aula, 

- Photo , Johnston and Hoffmann 



288 


THE CIVILIZATIONS OF THE EAST 


rhythm of their gait this procession of women with water-jars recalls 
a band of Athenian maidens or some figures of Botticelli or Ghir- 
landajo (Fig. 118). Here, again, are two scenes of a suavity worthy 
of the predecessors of Raphael: first comes the bas-relief of the bath 
of the bodhisattva in the presence of the divinities, who prostrate 
themselves on the river-bank or hover in the air; the whole scene is 
animated by an exquisite feeling for nature, which inspires the 
caressing design of the waters, the realistic rendering of the floral life 
of the forest, and the group of the sheep and lamb (Fig. 119). Next 
we have the arrival of Hiru at Hiruka, in which, in accordance with 
the legend, he is shown distributing to the inhabitants of the place 
the wealth which escaped the destruction of Roruka; the finely 
rigged ship which has brought Hiru to the spot and now tosses on the 
sea near the shore, and the native village, with its inhabitants cast¬ 
ing themselves at Hiru’s feet, form scenes full of fine observation 
(Fig. 119). The same classical breadth of ensemble, the same wreath¬ 
ing grace of movement, are to be found in the offering of Sujata 
(Fig. 114), in the temptation by the daughters of Mara (Fig. 116), 
whose dance is so regular in its rhythm that it might have come out 
of one of our modern schools of dancing (Fig. 117), or in the repre¬ 
sentation of the dancing-girl, naked beneath her veils, dancing at the 
court of Druma (Fig. 109). 

In all these scenes we find a certain number of general subjects or 
types from which the sculptors of Borobudur have succeeded in 
drawing the most varied effects, for their imagination is equal to 
that of the painters of Ajanta. First we have a type of Buddha which 
in no way differs from the Buddha of Samath (Fig. 41), descending 
from his pedestal and mingling with life. And the beauty of this 
body, with its smooth, chaste, soft nudity, is still further enhanced 
by the gestures, with the serene beauty of their rhythm, and by the 
poses, every one of which is of a high plastic value (Fig. 110, 111, 
112, 114, 115). Next we have the figures in an attitude of adoration 
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before the Blessed One, bodhisattvas, gods, noblemen, or women, 
from whom emanates such a brooding tenderness (Fig. Ill, 113, 
115). This sentiment may be particularly felt in the female figures 
surrounding the prince bodhisattva, which are all the more moving 
because in them the tender attachment of the wife is transformed 
into mystical adoration; and it infuses an ineffable dignity and 
fervour into their attitudes of trustful abandonment. The whole 
scene is quite Florentine in its sweetness. But the superhuman con¬ 
templativeness of the spot in no way detracts from the plastic beauty 
of these nude female figures, harmonious as antiques, or the infinite 
seductiveness of these poses, each of which is like a caress (Fig. 112, 
114, 119, 121, 122). Equally superlative is the elegance of the 
genii, kinnaras, and apsaras, who hover in the air round the Buddha 
like Gothic angels (Fig. 119). And sometimes we find a pure antique, 
such as the figure of the female musician in Fig. 123, which reminds 
us of the verse coined by Victor Hugo: 

“ Le patre sur sa flute abaissant sa paupiere ” 

(The shepherd o’er his flute lowers his drooping lid.) 

On the other hand, animal and vegetable subjects are an unfailing 
source of fresh inspiration to the sculptors of Borobudur, as they were 
to our Gothic sculptors. At Borobudur, as in the reliefs in our 
cathedrals, animals are often treated with a realism which, while 
revealing direct observation, is ennobled by its ideal inspiration. 
We may, in particular, point out the striking truth to nature and the 
sureness of touch with which the type of the elephant has been 
reproduced in all its attitudes — true portraits, which go so far as 
to render the almost human intelligence expressed in the physiognomy 
of the Indian elephant (Fig. 109). In like fashion sheep, pigeons, 
and peacocks are treated with loving care and, as in past days at 
Sanchl, with a remarkable sense of decorative effect (Fig. 115 and 
124). Similarly, every species of tree is the object of patient and 
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loving study, the stone being hollowed out into a lace-work until 
the carver has drawn the maximum of ornamental effect from the 
design of leaf and flower (Fig. 112, 116, 119, 121, 122). The same 
sense of ornamental effect, worthy of goldsmiths’ work, the same 



Figure 181 
Dlwan-i ‘Amm, Delhi. 

— Photo , Johnston and Hoffmann 


splendour of decoration, are to be observed in the architectural mo¬ 
tives, with their curiously flamboyant style. 

Though quite Indian in inspiration, in some details this art asserts 
its specifically Javanese character. Thus it has been pointed out that 
the species of forest-trees represented here do not belong to the flora 
of India, but to that of Java. All the same, we are here dealing with 
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works permeated with the Indian aesthetic ideal. Indian naturalism, 
which we saw in process of formation at Sanchl and Ajanta, triumphs 
at Borobudur in the same flower-like freshness of the female or 
youthful forms, and in the same realism of the animal forms. But 
here it seems to have become more ordered. After the naive effusions 
of earlier days, at Borobudur we rise to a graver ideal. To sum up 



Figure 182 
Dlwan-i ‘Amm, Delhi. 

— Photo, Johnston arid Hoffmann 


our impressions in a single formula, at Borobudur the naturalism of 
Ajanta has become a true classicism. 

There are a certain number of sculptures in the museums of Java 
and Holland which are connected with the art of the Sailendra period 
— that is, to that of the Sumatran hegemony of Java. Quoting from 
Krom’s album (Ars Asiatica, Vol. VIII), we may mention the 
statues of Vishnu, Ganesh, and Bhatara Guru, from the region of 
Mendut, now in the Museum of Batavia: “ Their tall, slender forms, 
even that of the Ganesh, which is naturally heavy, and their fine 
ornamentation, without any overloading, are perfectly in harmony 
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with those of the bodhisattvas of Mendut.” We may note the majesty 
of bearing of the Bhatara Guru and the fine Aryan type of head. In 
this connexion we may also note that, even under Buddhist princes 
such as the Sailendra, Brahmanical art remained in repute—the 
same being true in the reverse sense in the ages which followed. 
Equally elegant, or even more so, are the statue of ManjusrI from 
Plaosan, in the collection at Jogjakarta, and the statue of Avalo- 
kitesvara in the attitude of the padmasana and making the gesture 
of the varada mudrd, in the same collection. 1 In these two works we 
are approaching the end of the Sailendra period. 


Towards the middle of the ninth century, as we said above, central 
Java shook off the Sumatran supremacy of the Sailendra kings and 
recovered its independence under native princes, who built the 
temples at Prambanan, which now belonged to the Hindu religion. 
The Lara Jonggrang group of buildings, at Prambanan, consists of 
eight temples standing on a very high platform, in the centre of 
which stands a great Sivaite temple, and next to it a temple of Vishnu 
and a temple of Brahma. The sculpture of this group of temples has 
less serenity than that of Borobudur, but is more living and dramatic 
in its inspiration and more impetuous in its movement. Is this due 
to the influence of Sivaite and Vishnuite tendencies, or is it the effect 
of the Malay temperament? For the rest, it still lies within the sphere 
of the classic canons of Indian art. What could be more moving in 
its simplicity, for instance, than the relief in the temple of Vishnu 
representing two nude figures of young suppliants, seated side by 
side, with their hands joined in an attitude of ineffable fervour? 
What could be more in harmony with Gupta ideals of art than the 
famous head in the Museum of Batavia (No. 32, measuring about 
fifteen inches), from one of the secondary temples at Lara Jonggrang, 

1 Cf. N. J. Krom: IS Art javanais dans les musses de Hollande et de Java, Collection 
Ars Asiatica, VIII (Paris, Van Oest, 1926), PL VIII-IX, XII. 



Figure 183 
Diwan-i Khass, Delhi. 
Photo , Johnston and Hoffman 
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representing a Siva whose full, fresh countenance, serenely restful m 
its youthful charm, is in such contrast with the death s-head on his 
head-dress? 

The great temple of Siva at Lara Jonggrang is chiefly famous for 
its reliefs which narrate before our eyes the whole story of the 
Rdmayana. 1 Here we can do no more than refer our readers to the 
fine reproductions of them given by Herr Stutterheim ( Rama Legem 
den und Rama Reliefs in Indonesien) We need only mention a few 
particularly fine scenes from the principal series: that of Dasaratha 
saluting Visvamitra, with the noble, majestic figure of the old King; 
Rama drawing the bow of Siva and thus winning the hand of the fair 
Slta — the first of the scenes in which we see the hero in the elegant 
attitude of an archer, together with a Slta whose slendei, undulating 
nude form reminds us of the daughters of Mara at Bdi obudui, the 
v/ ^ voluptuous group, full of fine psychological insight, of Queen Kaikeyi 
enticing King Dasaratha, and, immediately afterwards, the extraor¬ 
dinary dancing female figure, armed with the sword and shield, in 
the scene of the coronation of Bharata, a figure full of fi antic move¬ 
ment, which is already specifically Malay, in contrast with the Indo- 
classic rhythms of the dancing women at BSrobudur; the two panels, 
similar in movement, in which Rama, in the guise of a charming 
prince of dazzling beauty, first shoots down the bird and the gazelle 
and then slays Valin, the prince of the monkeys. In this connexion 
we may remark that in these three bas-reliefs Indian art has made 
a definitive contribution to the artistic types of the world, in the 
^ shape of this gesture of the divine archer, just as Greek art created 
the type of the discobolus (see Fig. 108). Moreover, the following 
scenes — the rape of Slta, the battle between Valin and Sugriva 
are full of an extraordinary movement and a dramatic intensity which 
are a novel thing in Indian art. But in spite of these characteristics, 

1 Cf. Alexander Zieseniss: Die Rama-Sage bei den Malaien, Hire Herkunft und Ge- 

staltung (Hamburg, 1928). . , 

2 And J. Kats: The Rdmayana , as Sculptured in Reliefs in Javanese Temples (Leiden). 



Figure 184 
Diwan-i Khass, Delhi. 

Photo , Johnston and Hoffmann 
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which reveal the Malay blood, Indian gentleness is still found in 
most of the representations of Rama and Sita. Here the heroine re¬ 
mains what she is in the text of the Ramayana, an ideal of plastic 
beauty, feminine modesty, and conjugal tenderness. As for the Rama 
of Lara Jonggrang, he is worthy to be compared to the Buddhas of 



Figure 185 
Dlwan-i Khass, Delhi. 

— Photo , Johnston and Hoffmann 


Gupta art, especially in the idyllic scenes, in his attitudes of sadness 
or repose. In the chivalrous King and the bodhisattva Prince, in Rama 
j and the Buddha, the Indian aesthetic ideal has created two eternal 
types of moral and physical beauty, as flawless in body as all the 
most perfect achievements in this kind handed down to us by Greek 
art, and as noble in soul as the loftiest inventions of our Christian 
Middle Ages. 




Figure 186 
Zenana, Agra. 

Photo, Johnston and Hoffmann 
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A place apart should be assigned to the green bronzes of the 
Prambanan period, of which the Musee Guimet possesses an im¬ 
portant series, bequeathed to it by Monsieur J. J. Meijer. These are 
small works, not more than about ten inches in height; but every 
one is a masterpiece. What purity and elegance there are in the 
standing Avalokitesvara with the ten arms, which combines in itself 
the two characteristics of the finest Javanese style: simplicity of line 
and the decorative value of the rare ornamental motives (Fig. 126)! 
On the other hand, what amplitude there is in the neighbouring 
statue of Kuvera, the god of wealth! To arrive at an estimate of the 
worth of these works, we have only to compare them to the analogous 
productions of the art of other parts of the East. For instance, the 
Avalokitesvara of the Musee Guimet is treated in accordance with 
the accepted canons and is of the same rather cold and elongated 
type as the figures of the bodhisattva in Nepal or central Asia. (Yet if 
this bronze is placed alongside of the Himalayan bronzes or the 
paintings at Tuen-huang, we feel what a difference there is between 
a living interpretation of a metaphysical theme and a purely ab¬ 
stract rendering of it. On the other hand, if we compare the Javanese 
statue of Kuvera in the Musee Guimet with similar works of Indian 
or Chinese art, we find in the latter a heavy, corpulent grotesque, but 
in the former a figure whose traditional stout proportions in no way 
impair its grace and majesty. Perhaps it is in this very point that the 
Javanese sculptors give the full measure of their powers. When they 
work in stone, they are, after all, hampered by the intractability of 
the trachyte, and it is only in their bronzes that their skill reveals 
itself in all its softness. Not till now can we really appreciate the 
nobility of the shoulders, the exquisite quality of the torsos, the purity 
of the legs, the infinite charm of these nude figures from the tropics, 
which we are surprised to find displaying such classical qualities. 
If the Hellenic ideal is made up of moderation, plenitude, and taste 
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as well as strength, these Javanese bronzes have all the merit of the 
Greek. 1 

It is interesting to note that the Indo-Sumatran art of Srlvijaya 
made its influence felt in another direction, as far afield as the Malay 



Motl Masjid or Mosque of the Pearl, Agra. 
— Photo , Johnston and Hoffmann 


Peninsula. The region of Vat Brah Dhatu, Jaiya, in the Siamese por¬ 
tion of the peninsula, has yielded some bronzes of which Monsieur 
Coedes has published a study, and in particular a bodhisattva which, 

1 The Javanese bronzes in the Mus£e Guimet, J. J. Meijer collection, have been 
published by M. Hackin in Chefs d’oeuvre de la sculpture indienne et tibetaine au Musee 
Guimet (Paris, Leroux, 1930); they may be compared with the delicious bronzes from 
Ceylon in the Museum of Fine Arts, Boston (Avalokitesvara, Jambhala, andManjusri), 
reproduced in Coomaraswamy: Portfolio of Indian Art , PL XVI and XVII. 
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thanks to 46 the kindly serenity of the face, the noble carriage of the 
shoulders, and the magnificence of its ornaments,” as well as the 
beauty of the torso, which is worthy of that of the Sarnath Buddha, 
may be classed among the masterpieces of Gupta art in Indo-China 
(see Coedes: Les Collections archeologiques du Musee National de 
Bangkok , Ars Asiatica, XII [1928], Pl. XY—XVII). 

The art of central Java survived in its original home in the sanctu¬ 
aries of Vihara Plaosan, dating from the beginning of the tenth 
century. But these temples remained unfinished, for the central part 
of Java, which had hitherto been the seat of Javanese civilization, 
^ was deserted about 920, either as the result of an act of vengeance on 
the part of Sumatra, or else owing to some geological cataclysm. 
From this time onwards the eastern part of Java became the centre 
of culture on the island. 

In its beginnings the new Javanese art which now appeared — the 
art of eastern Java — still preserved a strongly Indian character. 
Moreover, it is possible to establish a continuity between Plaosan, 
the last stage of central Javanese art, and the earliest works in the 
east. On the one hand, we have the elegant and massive Maitreya in 
the northern cloister at Plaosan, with his right leg in the European 
sitting posture, while the left is tucked up on the chair in the 
Oriental fashion, and the head and bust surrounded by a pointed 
glory in a flamboyant style; and, on the other hand, there is the por¬ 
trait of the Javanese king Airlaiiga, who died in 1042, represented 
in the form of Vishnu riding upon a garuda with a boar’s head, a 
stone figure about fifty-seven inches high, from Belahan, in the east 
of the island, now in the museum at Mojokerto; here we find the 
same rather cold elegance, though still counteracted by a certain 
fullness of proportion, the same aristocratic serenity, the same pleas¬ 
ure to the eye afforded by the ornamentation of the throne and the 
richness of the jewels. A similar impression is produced by the 
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statue of the Prajhaparamita, the Buddhist Holy Wisdom, from 
Singhasari, now in the Leiden Museum, dating from the thirteenth 
century (Fig. 127). In our opinion, this last-named statue, in spite 
of its peculiarly Javanese charm, is so peculiarly representative of 
the metaphysics of the Mahayana that it can only be compared with 



Motl Masjid. 

— Photo , Johnston and Hoffmann 


the “ beautiful God of Amiens,” who, Bible in hand, seems the very 
incarnation of Christian scholasticism. It has the same rather cold 
and wholly intellectual beauty, the same persistent classicism, the 
same elegant simplicity, and the same doctrinal assurance. 

But Java had none the less begun to shake off Indian influences, 
as is proclaimed beyond a doubt by the group of buildings at 
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Panataran, dating from the fourteenth and fifteenth centuries. To 
convince ourselves of this we need only take Stutterheim’s album 1 and 
compare the scenes from the Ramayana at Prambanan with the 
same scenes at Panataran. At the latter place we definitely 



Figure 189 
Moti Masjid, interior. 

— Photo, Johnston and Hoffmann 


part company, not only with Indian art, but also with the 
Indian aesthetic ideal. Henceforward we shall be dealing with a 
purely indigenous Malay art, an 64 art of Wayang ” — an Oceanian 
art. 2 

1 Rama Legenden und Rama Reliefs in Indonesien (Munich, 1924-5). 

2 See Cahiers d’art, Paris, March-April 1929, “Oceanian Arts.” 










Figure 190 
The Taj Mahall, Agra. 
Photo , Johnston and Hoffmann 
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The indianized empires of indo-china: 

ANGKOR, TOURANE, AND AYUTHYA 

Like java, western and southern indo-china to a large extent 
accepted Indian civilization. Not that there was any political coloni¬ 
zation or conquest. The land remained under the power of the native 
races: the Khmers in Cambodia, who, together with the M6n of 
southern Burmah, form a distinct race, akin to the Munda of India; 
and the Chams, a maritime race akin to the Malayo-Polynesians, in 
what is now southern Annam. But as early as the first centuries of 
our era both Khmers and Chams accepted Indian civilization. In¬ 
dian or Indianized dynasties were set up among them, and they 
adopted Sanskrit as the sacred and court language, and Brahmanism 
and Buddhism as the national religions. 1 The kingdom of Champa, 
thus Indianized, first appears in history about the third century of 
our era, when it had as its chief centres the region of Tourane, in 
which was situated the first capital of the country, known in Sanskrit 
as Indrapura, the modern Tra-kieu, and the region of Binh-dinh, in 
which was built the second capital, Yijaya (Cha-ban). In this his¬ 
torical setting the kings of Champa — all of whom bore Sanskrit 
names — carried on a struggle lasting for centuries, in the north 
against the Annamites, who were masters of Tonkin, and in the south¬ 
west against the Khmers, the hereditary enemies of the Cham people. 2 

In the Khmer territories of Cambodia, too, organized and In¬ 
dianized states appeared about the third century of our era. One of 
these states, known to us only by the name given it by the Chinese — 
Fu-nan (Fou-nan)—had its centre in what is now Cochin-China. 
The other state, called by the Chinese “ Chen-la ” (Tchen-la), must 
have been situated farther to the north, in the direction of Laos. For 

1 See Un Empire colonial frangais, Flndochine, ed. Georges Maspero, Vol. I: lt Le 
Pays el les habitants, Vhistoire” (Paris, Van Oest, 1929). 

2 See Georges Maspero: Le Royaume de Champa (Paris, Van Oest, 1928). 
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a long time the primacy was in the hands of Fu-nan; but in the second 
half of the sixth century Chen-la seized the hegemony and set up 
the historical empire of Cambodia. The centre of gravity of this 
empire does not, however, seem to have become fixed until the be¬ 
ginning of the ninth century, in the region of the Tonle-sap (Great 



Figure 191 
The Taj Mahall, Agra. 

— Photo , Johnston and Hoffmann 


Lake), where Angkor was afterwards to be built, and this city was 
not founded till quite the latter years of the ninth century, when it 
became the capital of the Khmer empire, which it was to remain for 
five and a half centuries. During the first half of this long period, 
from the tenth to the thirteenth centuries inclusive, the Khmer empire 
extended far beyond the frontiers of what is now the kingdom of 
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Cambodia — embracing, in fact, the whole of what is now Cochin- 
China, almost the whole of the modern Laos, and the whole southern 
part of what is now Siam — and repeatedly invaded the kingdom of 
Champa. The splendour of Angkor was in keeping with the majesty 
of this vast empire. 1 

Art in this Cambodian region begins with what is called the “ pre- 
Angkorean ” style, which lasted from about the sixth to the eighth 
century of our era, and even up to the beginning of the ninth. 
Chronologically, we do not think we are too much forestalling the 
identification of dates if we say that it corresponded with the end 
of the ancient “ Fu-nan ” and the beginnings of the “ Chen-la ” — 
that is, with the period of the two proto-Cambodian kingdoms which 
we have just mentioned. According to the surviving fragments of 
Sanskrit, Cambodian, and Chinese texts, Fu-nan and Chen-la purport 
to have been founded by Indian Brahmans married to native prin¬ 
cesses or mythological beings, and these legends are symbolic of the 
close fusion of Indian and Khmer civilization, which was to give 
rise to that of the new state. As a matter of fact, Hindu influences 
— in the shape of that strictly Indian classicism which is known 
as Gupta art — are perhaps more noticeable here than in the 
Angkorean art of later ages. And yet the moment we find ourselves 
face to face with the works of this distant epoch, we feel that we 
are in the presence of an individual style, which, while not actually 
breaking with Indian aesthetic ideals, is developing them in the direc¬ 
tion of new artistic conventions: the balance of masses alone would 
suffice to mark this difference. 

In the region of Chau-doc, to the north of Cochin-China, and 
round about Prei-Krabas and Phnom Penh, the district which was 
the seat of the ancient Fu-nan and afterwards of “ Chen-la of 

1 Cf. Commaille: Guide aux mines d 1 Angkor (1912); Henri Marchal: Guide arche- 
ologique aux temples d?Angkor (Van Oest, 1928); H. Groslier: Angkor (Laurens, 1924). 
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the water,” some archaeologists belonging to the Ecole frangaise 
d’Extreme Orient, and especially Messrs. Henri Parmentier and 
George Groslier, have discovered the principal monuments of pre- 
Angkorean architecture, in the shape of isolated towers built of 
brick, which distinguishes them at a glance from the great temples 
of the Angkorean age. 



Figure 192 

The Taj Mahall, Agra, interior. 
— Photo , Johnston and Hoffmann 


The pre-Angkoreaii sculpture found in the same region is equally 
characteristic. As Monsieur Philippe Stern remarks, this sculpture 
can be recognized by its treatment of the garment — which is often 
indicated merely by means of incised lines — by the sideward thrust 
of the hip, which is still found here, to a very slight extent as com¬ 
pared with India, but, none the less, in a more marked degree than 
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at Angkor; by the individual appearance of certain head-dresses, 
which are, as a rule, conical in form; and by the geneial use of the 
mitra, also conical in form, as the head-dress of deities. There are a 
few of these pre-Angkorean figures on exhibition at the Musee 



Figure 193 
Timur capturing Bayezid. 

— From Mehta: Studies in Indian Painting (1926). 

By courtesy of Mr. Mehta 

Guimet, and some casts of other works appear among the collection 
/ at the Trocadero (Fig. 128-130). We may note the large female 
statues, with a pronounced sideward thrust of the hip, and wearing 
the conical mitra. Another group consists of figures of Hari-Hara 
that is, Vishnu and Siva united in a single being, which seems to have 


Figure 194 

Babur and Humayun. Mogul art, seventeenth century. 
— Vever collection. Photo , Pivot 
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been One of the most popular deities in the Brahmanic pantheon of 
Cambodia. The Trocadero possesses a cast of the Hari-Hara in the 
Museum of Phnom-Penh, of which the long lines of the nude form, 



Figure 195 

Humayun. Mogul art, seventeenth century. 
— Vever collection. Photo , Vever 


at once conventionalized and plastic, suggest “ a Gupta style evolved 
by a brain of the Pharaonic age ” (Fig. 131), and the style of which 
may be compared with a Vishnu in the Bangkok Museum, published 
by Coedes in Ars Asiatica, XII, PL IX; while another Hari-Hara, 
from Maha Rosei — this time an original, and, in our opinion, closer 


Figure 196 

Portrait of Akbar. Mogul art, seventeenth century. 
— Vever collection . Photo , Laniepce 


















to the Gupta or Pallava style — greets visitors in the entrance hall of 
the Musee Guimet (Fig. 132). 

We make no claim to advance any theory here about the pre- 
Angkor ean art of Cambodia, for this would be, to say the least of it, 
premature. All we should like to do is to offer some of these works 
for the consideration of artists, in order to prepare the way for this 
vigorous and well-balanced art to take its legitimate place in the 
general history of aesthetic development. A comparison of the works 
themselves will settle better than all theories can do what survivals 
of Indian standards they reveal and how much there is in them that 
already foreshadows the more individualized art of the earliest 
Angkorean style, in addition to those factors which may, perhaps, 
betray the influence of Chinese T‘ang sculpture — for, as Monsieur 
J. Hackin suggests, the fact that the balance of masses in these works 
is architectural rather than sculptural may be explained by Chinese 
influence. 

The art of Angkor, according to a recent thesis on the subject by 
Monsieur Philippe Stern, head of the Indo-Chinese Museum at the 
Trocadero, falls into two periods: the first Angkorean style, dating 
from the tenth century, and the second Angkorean style, dating from 
the eleventh and twelfth centuries. If we adopt the new chronological 
order proposed by Monsieur Stern, the first style would embrace the 
monuments at Roluoh, known as the Phimeanakas and the Baphuon; 
while the second style would embrace the temple of Angkor-Vat, 
dating from about the reign of Suryavarman II (1112-52), and the 
temple of the Bayon, which, according to the latest hypothesis of 
Monsieur Coedes, may be dated about 1200, under the reign of 
Jayavarman VII (Fig. 135). 1 Theoretically, the temples of Cambodia 

1 Cf. Le Temple d’Angkor-Vat (Memoires archeologiques publies par VEcole f rangaise 
d’Extreme Orient, Paris, Van Oest, 1929). For the new dating of the Bayon, see G. Coedes: 
“Etudes cambodgiennes” Bulletin de VEcole frangaise d'Extrtme Orient, Vol. XXVIII 
(1928), pp. 81-103. 


Portrait of Jahangir. 

— Vever collection. Photo , Laniepce 
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are surrounded by a wall of enclosure, each of whose four faces is 
broken by a gopura, consisting of a gate with a vestibule, surmounted 
by an ornamental tower in the form of a stepped pyramid. As for 



Figure 198 
Jahangir and his favourite. 

— Demotte collection. Photo, Laniepce 


the temples proper, sometimes, as at the Baphuon, the Bay on, and 
Angkor-Vat, they are built in a series of concentric galleries, one 
above the other, each resting on a platform the height of which 
doubles with every storey; in buildings of this type four prasat are 
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built at the angles of the galleries on the upper storeys, each in the 
form of a stepped cone with slightly convex sides, dominated by a 



Figure 199 
Portrait of Shah Jahan. 

— Louvre , Foods Marteau. Photo, Pivot 


central tower of larger proportions; while sometimes the temples, 
with their galleries and courtyards, are built in one storey only. The 
various elements of which they are composed have obvious affinities 
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with Hindu architecture. We find these gopuras in the Tamil temples 
of the Carnatic, too, while the prasat has some affinities with the 



Figure 200 
Portrait of Shah Jahan. 

— Demotte collection. Photo, Laniepce 


sikhara of the temples of Orissa. Yet we are here dealing with an 
art which is distinctly Khmer, and the proof of this is to be found in 
the very clumsiness of the Cambodian architects, who only slowly 
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improved their methods. At the outset, as Monsieur Philippe Stern 
observes, brick was almost exclusively used — for instance, at 
Roluoh, in the last quarter of the ninth century. In the Phimeanakas, 
which Monsieur Stern inclines to place quite towards the last years 
of the ninth century or the beginning of the tenth, brick is still com¬ 
bined with sandstone, which gradually comes into greater promi¬ 
nence and finally triumphs in the Bayon. From the period of the Bayon 
onwards the towers, which had hitherto been separate, are connected 
by galleries. The vaulted gallery supported upon two walls, which 
was unknown at Roluoh, had appeared, it is true, at the Phimeanakas, 
but still in a curiously tentative form, not rising much higher than 
two yards. The normal form of the vaulted gallery supported on 
pillars does not appear till the second style, at the Bayon, in the first 
half of the eleventh century, according to Monsieur Stern’s chro¬ 
nology. Not till then did it acquire its ultimate form, when the Khmer 
temple also assumed its normal appearance. Here, then, we have a 
decidedly independent art, pursuing its slow development on the 
outskirts of Indian architecture, to use Monsieur Stern’s expression. 

There are two styles of sculpture corresponding to these two styles 
of Angkorean architecture, and these, too, have been defined by 
Monsieur Philippe Stern in his work Le Bayon <TAngkor et V evolu¬ 
tion de Van khmer (Paris, Geuthner, 1927). The Angkorean sculp¬ 
ture of the first style (tenth century) is characterized by heads with 
the eyebrows indicated by a straight, continuous ridge, a double line 
traced round the mouth and eyes, and another conventionalized sign 
with a point beneath the chin, representing the beard. This art is 
represented in the Musee Guimet by a number of heads and by a 
great statue of a seated Brahma (Fig. 136), in all of which we may 
admire the solid and almost geometrical construction, for the sculp¬ 
ture of this school is treated in masses, in the architectural manner. 
As we see, this art is very remote from Gupta art and is specifically 
Khmer in character. 
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In the second Angkorean style of the eleventh and twelfth cen¬ 
turies, there is a complete change. The geometrical conventions of the 
first style — the continuous line of the brows, the marks outlining 
the mouth and eyes or indicating the beard — now disappear. In¬ 
stead of these heads with their “ conventionalized construction,” we 
suddenly find ourselves in the presence of faces that are strangely 
gentle and living — so living, indeed, and so gentle that in this re¬ 
spect Khmer art at a single bound equals and surpasses all that In¬ 
dian art has had to show us. As a matter of fact, taking it on the whole, 
n/ Indian art tends to go beyond our comprehension and make us feel 
rather at a loss, the reason being that it was influenced by Buddhist 
humanism for too short a time: Sanchl offers no representations of 
the faces of the Buddhist saints, while Gandhara treats them in a 
commonplace way; Ajanta alone understood them and expressed 
them admirably; hut almost immediately afterwards Buddhism gave 
way to Sivaism, about which all that can be said is that it represents 
— to say the least of it — a superhuman ideal. But in the second 
Angkorean manner of Cambodia, together with the Javanese art of 
Borobudur, we find an art that is quite close to ourselves, infinitely 
idealistic, it is true, but also infinitely tender: here we have no effort 
at adaptation to make; even in the presence of the gods we feel, as 
in Greek art, the delightful sensation of a fullness of humanity, with 
which we are wholly in touch. 

Over most of these statues of the second period hovers what has 
been called the “ smile of Angkor.” Few artists seem to us to have 
rendered this smiling countenance with half-closed eyes — which 
was unknown to the sculptors of the first period and was, no doubt, 
the expression of supreme Buddhist beatitude — with so much mys¬ 
tic feeling as those of Angkor. In the India of the Gupta period, and 
even at Ajanta, something material still lingered in it; but here it is 
really freed from all concern with the vicissitudes of life. Here indeed 
we have the unchanging, elusive smile which mysteriously reflects 


Figure 201 
Portrait of Shah Jahan. 

— Vever collection . Photo , Laniepce 
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the inward illumination of nirvana. In the two Khmer galleries in 
the Musee Guimet the visitor will find a number of heads in which 
this expression of supreme wisdom finds its incarnate form. We re¬ 
produce a few of them here (Fig. 138-146). Such works as these 
give us a better insight into the soul of the great Oriental religion 
V than any verbal teaching: he who understands them will have under¬ 
stood the whole of Buddhism. Nor should we imagine that this sub¬ 
ject of the smiling Buddha becomes monotonous by repetition. On 
the contrary, though uniform in its inspiration, it assumes a different 
character with every type that it animates. Sometimes, when, for 
instance, it happens to shed its illumination upon some slender type 
revealing Indian influence, it remains absolutely immaterial and 
ethereal, so much so that the smile is the essential feature of the face 
(Fig. 138, 139); 1 at other times it acquires an even more poignant 
significance, when its great peace descends upon some mask-like 
native type with high cheek-bones and thick lips, breathing a deeply 
human quality (Fig. 140, 141). This contrast between the racial 
type and the gleam of supernatural illumination, this reflection of 
the divine light falling upon the dull matter, is perhaps the most 
moving thing to be found in our collections. It is even more curious 
to find this smile of Buddhist kindliness on what was originally a 
demon head, as happens in one of the finest Khmer figures in the 
Musee Guimet, representing a yaksha converted by Buddha, with 
protuberant eyes and fangs peeping out of the corners of the mouth, 
the whole face of this carnivorous monster being transformed and 
sanctified-hy the preaching of the Blessed One (Fig. 147). 

But it should not be supposed that the “ smile of Angkor ” is con¬ 
fined to Buddhist heads alone. In the Musee Guimet we shall find it 
hovering over; the face of a Hari-Hara and assuming a strangely 
enigmatic and mysterious significance in this elegant and juvenile 
figure (Fig. 148). In the same room we shall see it appearing on a 

1 See also Bulletin of the Art Institute of Chicago, Vol. XVIII, April 1924, frontispiece. 



Figure 202 
Portrait of Shah Jahan. 

— Demotle collection. Photo , Laniepce 
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Sivaite head, no doubt copied from some Indo-Khmer Brahman type, 
to whose face — still so pregnant with thought and so Aryan in 
type — it imparts an astonishing philosophic value (Fig. 149—150), 
and, lastly, we shall find the same expression on the face on a Brah- 
manic head of a devata (deity), with a certain suggestion of the giant 
smiling heads which crown the Bayon and the gates of Angkor 
(Fig. 151). 

On the other hand, the second Angkorean style has left us a few de¬ 
lightful nude figures, some more in the Gupta style, and others rather 
in the native style. Among the specimens belonging to the former 
category we may mention the Buddha in a state of meditation, in the 
attitudes of the padmasana and the dhyana mudra, seated on the 
/ serpent Muchilinda, a figure about a yard in height, found by Com- 
maille in 1913 at the door in the south fagade of the Bayon, and now 
in the Museum of Phnom Penh: the purity of the Aryan profile (m 
spite of the lips, which are already rather thick), the calm and har¬ 
monious expression of the face, and the touchingly plastic quality 
of the bust, which seems to live and breathe all these are traits in 
which the influence of the art so justly designated by Goloubew as 
“ Indo-classic ” is obvious (Fig. 152). On the other hand, the Buddha 
in the Musee Guimet (Fig. 153), seated in the same attitude on the 
serpent, while equally Gupta in character, already displays more of 
a native tendency in its face of the Mon-Khmer type, as well as in 
the rather childlike softness of the bust and the simplified treatment 
of the hands. With these two works may be compared another very 
fine Buddha on the serpent, a sandstone statue of the twelfth century, 
about four feet high, found at Bimay, and now in the Bangkok Mu¬ 
seum, reproduced by Monsieur Coedes in his Collections du Musee 
de Bangkok (Ars Asiatiea, XII, PI. XX, 1928). 

And, finally, the Khmer artists produced admirable works in 
bronze. In strength and elegance the bronze statuettes reproduced 
by Monsieur Coedes in his fine work ( Bronzes Khmers; Ars Asi- 


Figure 203 
Audience of Shah Jahan. 
Vever collection. Photo , Pivot 
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atica, Vol. V) can vie with those of any Oriental people, with the 
exception of the Dravidians and Javanese: whether they be heads of 
Brahmans of an absolutely classic delicacy, with their faint hall- 
smile beneath the indication of the beard; or exquisite female statu¬ 
ettes, which look as if they had stepped out of the bas-reliefs; or 
■1 princes or warriors with the elegance of Egyptian work, but less hard 
in treatment; or torsos worthy of the Gupta period or of the antique; 
or little Buddhas in a state of meditation, like the great statues of 
Phnom Penh or the Musee Guimet on a small scale; or many-headed 
serpent deities and hundred-handed gods, which are splendidly 
decorative in effect—-most of these tiny works are perfect little 

masterpieces. _ 

But the Khmer sculpture par excellence is not in the round, but m 

bas-relief. 

The development of Khmer bas-relief was as follows: starting with 
full, sculptural relief, it gradually developed into mere incision 
without any depth, like a mere tapestry-work in sandstone, such as 
we find at Angkor-Vat. When thus rid of the difficulties which must, 
in spite of all, have been offered to them by sculpture in the round, 
the artists of the Cambodian bas-reliefs recovered their full freedom 
of hand and set forth every aspect of the Khmer land and the Hindu 
heaven. At the Bayon at Angkor, as at Ellora, we find scenes from the 
{ lives of Siva and Parvati (Siva and Kama, Siva and Ravana); at 

** / the Baphuon and at Angkor-Vat, as at Prambanan, are scenes from 

the Ramayana; while at Angkor-Vat we find battles from the Mahab- 
harata, tie churning of the sea (Fig. 154), the exploits of Vishnu 
and Krishna as related in the Puranas, etc. On the other hand, almost 
everywhere we find the king in his costume of state, the queens in¬ 
dulging in the pleasures of court life, the court in boats or in palan¬ 
keens— notably on the southern fagade of the Bayon and at 
Angkor-Vat — or a scene of a royal hunt from the backs of elephants, 
as on the grand terrace of the Phimeanakas; or again, at the Bayon 


Figure 204 

Shah Jahan and his family. 

— Vever collection. Photo, Laniepce 
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and on the facade of Angkor-Vat, the Khmer army marching through 
the forest, with the leaders riding on elephants, in chariots, or on 
horseback (Fig. 155, 156); besides battles by land or sea and the 
funeral of a king. Side by side with these historical scenes, there are 



Figure 205 
Aumngzeb. 

— Vever collection. Photo, Pivot 


also scenes of everyday life, as realistic as those of Egyptian art, 
showing a market, farming life, fishing, etc. 

All these scenes are alive with an intensity of movement which 
links the scenes together and imparts to them a remarkable unity, as, 
for instance, in the churning of the sea from Angkor-Vat, in the 
ground-floor galleries of the Musee Guimet. At the same time the 
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grouping of the figures and decorative motives is dictated by a just 
sense of proportion, a quality which is all the more precious here 
because the Khmer bas-reliefs are loaded with figures, and aim at 
finish of detail — both fish and trees, for example, being treated 
with a minuteness that is quite Assyrian. Since this sense of decora¬ 
tive effect is combined with narrative skill, these miles of friezes 



Figure 206 

Portrait of an emir of BIjapur. 
— Mus'ee Guimet. Photo , Pivot 


are marshalled with a truly classic faculty for composition. All these 
qualities, which are rather those of the painter than of the sculptor, 
together with the very low relief of the modelling, make the bas- 
reliefs of Angkor real frescoes in stone. 

The latest Khmer reliefs of which we have any knowledge are 
those of Banteai Srei, of which Messrs. Finot, Parmentier, and Golou- 
bew have recently published a study, Le Temple d’Isvarapura (Pans, 


a 
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Van Oest, 1926). Here we have a late type of art, dating from quite 
the early years of the fourteenth century and characterized by a re¬ 
markable softness of technique, combined, in the sculpture in full 
relief, with a curious revival of archaism; for instance, there is a 
statue of this period in the Musee Guimet which displays a suavity 
in the treatment of the nude that is quite characteristic of the 64 second 
style,” while the head is quite geometrical in construction and has 
the beard indicated by a line, quite in the 44 first style.” We here 
reproduce two of the bas-reliefs from Banteai Srei from photographs 
by Monsieur Goloubew: one a group, of great plastic merit, of Siva 
^ on the Kailas, holding Parvatl upon his knee, while Ravana is 
trying to shake the mountain (Fig. 160), and the other a scene of the 
young Krishna and his brother in the forest (Fig. 161) — a scene of 
a tender naturalism and pastoral grace which show a more intimate, 
tender, and sensuous inspiration than anything we have met with in 
Cambodia so far. At the same time the profusion and dazzling ele¬ 
gance of the decorative elements at Banteai Srei combine to produce 
what Monsieur Goloubew has called a 44 Khmer flamboyant style,” 
which is a delight to the eye. 

Moreover, these decorative qualities are to be found throughout 
the whole evolution of Khmer art. We need only mention a few of 
the sculptured motives used architecturally, such as the serpents 
rearing their seven heads, spread out in a fan, at the ends of the 
balustrades at Angkor. Never were motives of such decorative value 
produced even by India herself. 

Cham art, which is not so well represented in our collections as 
^ Khmer art, is derived, like the latter, from Indian aesthetic standards, 
but is equally original. 

The Cham temples are distinguished from the Khmer buildings 
x by the fact that they always remained faithful to the use of brick, 
whereas in the Angkorean architecture of the second period brick 



Figure 207 

Portrait of Mulla Sa’d Allah (d. 1650). School of Anupchatar. 
— Vever collection. Photo , Pivot 
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was gradually ousted by sandstone. Moreover, instead of being 
connected by galleries, as in the second Angkorean style, these 
temples were always left as separate structures, even when grouped 
on the same site, as in the Sivaite sanctuaries of Mi-s’on, dating from 
the seventh century, the Buddhist monasteries of Dong-duVng, dat¬ 
ing from the ninth century, and Tra-kieu or Indrapura, the ancient 
Cham capital. In short, we have here an architecture which never 
went beyond the stage of evolution of pre-Angkorean Khmer archi¬ 
tecture — a fact which is perfectly explicable if we compare the 
dates of the two. 

Cham sculpture is represented chiefly by the works in the museum 
at Tourane and has been popularized in Europe by the fine albums 
of Monsieur Henri Parmentier (Sculptures chames du Musee de 
Tourane; Ars Asiatica , Yol. IV) and Madame Jeanne Leuba. Many 
of its works are frankly Indian in appearance. We must, moreover, 
leave out of consideration the standing Buddha of Dong-du’o’ng, for 
it is merely a replica of a statue at Amaravatl now in the Madras 
Museum (Fig. 33-34). But there are many other statues in the 
museum of Tourane which were certainly executed at Champa, and 
are still strongly influenced by the Indian manner; for example, the 
standing figure of Vishnu, about forty inches high, from Da-nghi, 
dating from the sixth or eighth century, and the Avalokitesvara of 
blackish sandstone from My-duc, are obviously Gupta in the smooth 
softness of the bust and torso, and the elegant simplicity of the long 
skirt in which the legs are sheathed, though in the treatment of the 
eyes, nose, and lips the faces already reveal a racial character which 
is Malayo-Polynesian. Although a little rigidly hieratical in its pose, 
too, the splendidly decorative figure in blue sandstone of Skanda 
on his peacock, about thirty-five inches in height, from Mi-s’on, dat¬ 
ing from the seventh century, is still rather Gupta in style; while the 
powerful grey sandstone standing statue of Ganesh inhaling the 
fumes of an offering, about thirty-five inches in height, from Mi-s’on, 
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dating from the seventh or eighth century, is directly inspired by 
Pallava India in the Tamil period. Sometimes, too, this art of 
Champa, with its Indian influences, attains a beauty never surpassed 
by the schools of the Ganges and the Deccan, without departing from 



Figure 208 

Portrait of a Mogul nobleman. 
— Masee Guimet. Photo, Pivot 


Indian aesthetic standards. This is especially true of the celebrated 
sandstone bust of Parvatl, about fifteen inches in height, from 
Hu’o’ng-qua, which has a truly classic purity and nobility of profile 
(Fig. 163). It is true, above all, of the dancing female figures, about 
twenty-five inches in height, on the bas-reliefs from Tra-kieu, in the 
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Tourane Museum, dating from the seventh century — the most ex¬ 
quisite of those visions of the dance in which the Khmer and Cham 
genius have added their mystery to the voluptuous suppleness of 



Figure 209 
Mogul portraits. 

— Musee Guimet. Photo , Pivot 


similar subjects in Hindu art: these little nude dancers, dressed in 
jewels alone, have all the flexibility and zest of the most delicate 
Indian nudes, yet with an added touch of exotic charm which sug¬ 
gests the whole of the Far East (Fig. 164). 
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From this time onward, indeed, Cham — that is to say, Malayo- 
Polynesian — racial influences diverted the Cham genius from the 
ideals of Gupta India and led it to evolve an artistic convention of its 
own. Thus we come to works of a deeply original stamp, often rugged 



Figure 210 
Mogul portraits. 

— Musee Guimet . Photo , Pivot 


and at times even a little barbarous, with a style full of abrupt 
contrasts and less elegantly correct than the Khmer works, but less 
cold, more vigorous, and, on the whole, broader. In this connexion we 
may mention the seated Siva in the Javanese fashion in the Museum 
of Tourane, a brown sandstone figure, about thirty-four inches in 
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height, from Dong-duVng, dating from the ninth century (Fig. 165); 
another Siva belonging to the same place and date, about forty-three 
inches high, and this time standing, which, for all its harsh ugliness, 
is a marvel of concentrated energy and sumptuous richness (Fig. 
166); and, lastly, some sandstone busts of Siva of the seventh and 
eighth centuries, about forty-eight inches in height, with the face full 
of imposing majesty and commanding nobility, while the triumphant 
breast and torso, with the marked sideward thrust of the hip, “ have 
all the merit of the antique.” 1 On the other hand, the Musee Guimet 
possesses a great pink sandstone statue of Siva from Binh-dinh, whose 
face and nude bust have, in our opinion, a softness which is rather 
Sino-Annamite in character. It also contains a powerful relief, 
of a vigorous and barbaric character, representing a Brahman sac¬ 
rifice ; as well as several heads presented by Messrs. Bela Heine 
and Bouasse-Lebel, with the square faces, prominent cheek¬ 
bones, and curious moustaches which are so characteristic of the 
Cham style. 

Having once started out on this path, it was natural that the Cham 
genius should have given a fresh interpretation to the Brahman and 
Buddhist decorative motives: the serpent, the makara (crocodile), 
the Buddhist lion, etc. In fact, these specifically Indian subjects are 
here treated in accordance with an aesthetic ideal which by this 
time can scarcely be called Indian, in a spirit at once Malayo- 
Polynesian and Chinese. Adopting these motives, which at Angkor 
were still so classic, Cham originality turned them into a sort of con¬ 
ventionalized monster in a flamboyant style of astonishing decora¬ 
tive richness (Fig. 167). 

In the course of the fourteenth century Champa was destroyed by 
the Annamites, who came down from what is now Tonkin, and the 
Khmer empire by the Siamese, who came down from the region of 

1 See Parmentier: Les Sculptures chames au Musee de Tourane (Ars Asiatica, IV), 
PL XXII. 
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Portrait of a murshid and his disciple. 
— Louvre. Marleau bequest. Photo , Pivot 
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the upper Menam. The heritage of this Indo-Chinese art influenced 
by Indian standards now passed to Siam. In order to mark the con¬ 
tinuity existing between Khmer and Siamese art we propose to treat 
/' the subject of Siamese art here in brief outline. For reasons of space, 
the study of Siamese art as a whole, with illustrations, will be re¬ 
served for the fourth volume of this work, dealing with the Far East 
(Vol. IV, Fig. 195-201). 

In primitive times, before the coming of the Siamese, which dates 
only from the thirteenth century, the region which is now southern 
Siam was occupied by peoples of the Mon race, akin to the Khmer 
and having as their centre the region of Lopburi, the ancient Dvara¬ 
vati. There are several Buddhist statues in the museums of Lopburi 
and Bangkok, dating from about the sixth century, which belong to 
this Mon or “ Dvaravati ” period. Monsieur Coedes, who has pub¬ 
lished a study of these works, with reproductions, in the Transac¬ 
tions of the Siam Society for 1925 and in Ars Asiatica, Vol. XII 
(1928), 1 points out their affinity with the pre-Angkorean art of 
Cambodia and, at the same time, their profoundly Indo-Gupta char¬ 
acter. 2 In Ars Asiatica, Vol. XII, PL XII and XIII, he has also pub¬ 
lished reproductions of Brahman or Buddhist statues coming from 
the part of the Malay Peninsula that is now Siamese, which are no 
less remarkable for their Gupta qualities of simplicity, softness, and 
fullness of expression. These two sets of works prove that, about 
the sixth century of our era, a community of ideal and technique, 
in harmony with Gupta classicism, existed between the Indo-Mon art 
of Dvaravati, the art of the Malay Peninsula with its Indian influ¬ 
ences, and the pre-Angkorean art of Fu-nan and “ Chen-la of the 
water.” It may even have been through the medium of these schools 

1 Coedes: Les Collections archeologiques du Musee. National de Bangkok (Paris, Van 
Oest). 

2 Coedes: “Indian Influence upon Siamese Art,” in Indian Art and Letters, 1930,1, 
pp. 18-42. 


Figure 212 
Gathering of dervishes. 

— Vever collection. Photo , Laniepce 
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of pre-Siamese Siam that Indian influence came to give birth to the 
pre-Angkorean art of Cambodia. 

During the eleventh and twelfth centuries, after this Indo-Mon 
or DvaravatT period, the land which was afterwards to be Siam fell 
under Khmer influences. At that time a local Khmer school flourished 



Figure 213 

Poet or dervish. School of Jahangir, Persian style. 

— Boston , Museum of Fine Arts. Formerly in 
the Goloubew collection. Photo , Goloubew 

at LopburL The Buddhas of this school, writes Monsieur Coedes, 
are characterized by the following features: beetling eyebrows, noses 
which are often longer and sharper than in the other schools of 
Khmer art, more prominent chins, hair which stops at the brow with 
a more pronounced roll than usual, and, lastly, a conical ushnlsha. 
In his album of works from the Bangkok Museum Monsieur Coedes 
publishes a few line specimens of this style, in particular a magnifi- 
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cent Buddha in meditation, seated in the “ lotus ” attitude, a sand¬ 
stone figure nearly forty inches high, dating from the twelfth century. 1 

Siamese art, properly so called, starts in the thirteenth century with 
the school of Xieng-Sen. The Buddha in the Bangkok Museum be¬ 
longing to this earliest school, reproductions of which have also 
been published by Monsieur Coedes, already display all the chief 
characteristics of Siamese sculpture: the oval face, the arched brows, 
the hooked nose, the mouth of moderate size — if anything, rather 
small — and the full chin. 2 They are distinguished from the other 
and later Siamese schools by the fact that, although the face is oval, 
it is still almost as short as the Khmer faces; and in particular by 
the shape of the ushnlsha, which ends in a smooth ornament shaped 
like a lotus-bud. 

Next comes a second Siamese school, that of Sukhodaya or 
Sokhotai, dating from the thirteenth and fourteenth centuries, which 
is distinguished from the last by the position of the legs in the atti¬ 
tude called the padmasana, the shape of the ushnlsha, which ends in 
a flame-shaped ornament, and the extremely elongated cast of counte¬ 
nance, which was afterwards to become general throughout the, 
whole duration of Siamese art. 

Siamese art reached its classic period in the school of Ayuthya, 
which lasted from 1350 to 1767. In this, its definitive form, it is easy 
to see the differences which separate it from Khmer art. Instead of 
the square-cut faces of the Khmer style, we here find long, delicate, 
and often emaciated heads, with rounded eyebrows and a hooked 
nose — heads whose length is further accentuated by the flame¬ 
shaped ushnlsha, which often tapers off into a sort of pinnacle. In¬ 
stead of the heavily proportioned bodies which we find in the first 
Angkorean style, instead of the softly plastic bodies of the second 
style, we have here conventionalized forms reminiscent in their 

1 See Ars Asiatica, Yol. XII (1928), PL XXI. See also Yol. IV of the present work. 
Fig. 195. 

2 See Yol. IV of the present work, Fig. 195-201. 
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softness of the Gupta style — but of a much simplified Gupta style, 
emptied of much of its content. In this connexion it is interesting to 
compare a Gupta work of the fifth century, such as the copper Buddha 
from Sultanganj, now in the Birmingham Museum, with the original 



Figure 214 

Indo-Persian horseman, seventeenth century. 
— Demotte collection. Photo, Laniepce 


Siamese statuettes which have remained in the Indo-Chinese Museum 
at the Trocadero. We shall at once note the points of resemblance — 
the smooth softness of the forms beneath the transparent stuff of the 
robe, with its side-lappets gracefully descending below the legs — 
and the points of difference — the aristocratic hardness of the 



FART H ER INDIA AND THE MALAY ARCHIPELAGO 341 


Siamese style. This Gupta background perceptible in the aesthetic 
standards of Siam comes, no doubt, partly from Ceylon and partly 
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r igure 215 
Hunting the wild elephant. 

— Demotte collection. Photo, Laniepce 

from the Pala influences which filtered in from Magadha by way of 
Burma. 

To sum up, in Siam we may watch the formation of an art which 
is obviously less original, personal, and individual than that of the 



Figure 216 
Hunting-scene. 

— Demolte collection. Photo, Laniepce 
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Khmer schools — an art which is often rather hard, but singularly 
elegant and aristocratic. Nothing, moreover, could be more unjust 
than constantly to overwhelm it by a comparison with the works of 
the Khmer schools. Siamese art deserves to be loved for itself. It is a 
belated flower of Buddhist art, with a fragrance of its own, full of 
distinction and delicacy, a supremely civilized fragrance. There are 
certain statues in the Pila and Goury du Roslan collections which, in 
our opinion, may be numbered among the most charming productions 
of the sculpture of the Far East (see Vol. IV of the present work, 
Fig. 199). 


CHAPTER III 


Moslem India 


INDO-MOSLEM CIVILIZATION UNDER 
THE EARLIEST TURCO-AFGHAN 
DYNASTIES 


B etween the eleventh and the eighteenth centuries 
India was gradually conquered by the Muhammadans who 
had come down from eastern Iran. At the beginning of the 
eleventh century the Turk Mahmud of Ghazna subdued the Punjab. 
In the early years of the thirteenth century the Afghan Muhammad 
of Ghor and his lieutenants conquered the basin of the Ganges and 
founded a powerful sultanate at Delhi which held sway over the 
whole of Moslem India. At the beginning of the fourteenth century 
the sultans of Delhi even conquered part of the Deccan, as far as the 
outlying regions of Mysore and the Carnatic. But in the second half 
of this same fourteenth century they allowed their lieutenants, the 
Moslem governors of Bengal, Oudh, and the Deccan, to gain au¬ 
tonomy and finally independence. Thus Moslem India became split 
up into some ten local dynasties. 

The period of the sultanate of Delhi, and of the local kingdoms 
which succeeded it, exerted a profound influence over Indian art. 
In fact, Islam created a new art in India, which combined in varying 
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proportions, according to the region and the period, the ancient 
native traditions of art and the Arabo-Persian art imported by the 
new-comers. 

Indo-Moslem architecture came into being in the thirteenth cen¬ 
tury under the sultans of Delhi, Qutb al-Dln Aibeg (1206-10), 
Iltutmish (1210—35), and ‘Ala al-Din Khaljl (1295-1315)d To 
the age of the first two of these princes belongs the Great Mosque at 
Ajmere (arhal-din-ka-jhompra) , built about 1200 (Fig. 169), and 
the mosque Qutb al-Islam at Delhi, with the minaret of the Qutb 
Minar, built by Iltutmish (Fig. 170, 171). To ‘Ala al-Din Khaljl 
is due the gate called by his name at Delhi, to the south of the Mosque 
of the Qutb (Fig. 172-173). 2 

Even in these very earliest works the way in which the exigencies 
of the Moslem religion were adapted to the native resources of execu¬ 
tion is clearly to be seen, (Fig. 168-169). The Mosque of Ajmere, as 
Fergusson remarks, is directly inspired in both plan and decoration 
by the Jain temple of the Vimala Sha at Mount Abu, also in Raj- 
putana. The Qutb al-Islam at Delhi was built on the actual site and 
out of the materials of Jain temples. Both here and at Ajmere all that 
has been done is to apply a sort of screen formed of eleven pointed 
arches to the front of the Jain building, with its cupolas arranged on 
an octagonal plan, and its forest of columns. As for the Qutb Minar, 
a tower about eighty yards high in the form of a truncated cone, 
grooved and divided into five storeys by four circular balconies: 
though its form — that of a tapering minaret — is dictated by the 
exigencies of the Moslem religion, the treatment is undoubtedly the 
work of Hindu architects, with reminiscences both of the Gupta 
columns and of the mediaeval sikhara. It is, above all, the decoration 

1 See E. B. Havell: Indian Architecture, from the First Mohammedan Invasion to the 
Present Day (London, Murray, 1927). 

2 See L A. Page: Guide to the Qutb, Delhi (Calcutta, 1927); J. A. Page: Historical 
Memoir on the Qutb, Memoirs of the Archaeological Survey of India, No. 22 (1926); 
J. F. Blakiston : The Jami’ Masjid at Badaun and Other Buildings in the United 
Provinces, ibid., No. 19 (1926). 


346 


THE CIVILIZATIONS OF THE EAST 


of these buildings — an infinitely complicated and delicate lace-work 
of stone — that directly recalls northern Hindu, and especially Jain, 
decoration, for which the Turco-Afghan conquerors seem to have had 
a particular predilection. As a matter of fact, by doing away with all 
representation of human or animal forms in Jain decoration, the 
Indo-Moslem architects found in its sprays of flowers, its wreaths, 
and its baskets the equivalent of their own arabesques and con- 



Figure 217 

Scene of country life. Indo-Mogul art. 
— Vever collection. Photo , Vever 


ventionalized foliage. By blending with it the magic of the Kufic 
script they achieved dazzling effects unknown even to Syro-Egyptian 
art (Fig. 174). A whole study might he devoted to distinguishing 
which motives of Indo-Moslem decoration are derived from Jain 
and Hindu sources and which can be traced to Egyptian and Persian 
ones. At any rate, a practised eye will soon recognize in this em¬ 
broidery of sandstone or marble a twofold contribution — on the one 
hand that of Indian exuberance, with its subtropical vegetation and 
rampant jungle life; and on the other hand the finer, more austere, 
if over-refined efflorescence of the roses of Iran. 1 

1 Cf. E. H. Hankin: The Drawing of Geometric Patterns in Saracenic Art , Memoirs of 
the Archaeological Survey of India, No. 15 (Calcutta, 1925). 
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It was not long before Indo-Moslem architecture split up into 
several branches, like the first Indo-Moslem empire itself. We may 
distinguish, in particular, a Jaunpur style connected with the ephem¬ 
eral dynasty founded in that city between 1394 and 1476, the chief 
monuments of which are the mosques of Atala, dating from between 
1401 and 1440, Lai Darwaza, dating from about 1440 to 1459, and 
the Jami’ Masjid, dating from between 1438 and 1478. The chief 
features of this Jaunpur style are, to quote H. C. Fanshawe: “the 
high platforms upon which the buildings are constructed — the two- 
storeyed cloisters with their tiers of columns running round the 
great central courtyard one above the other, and the lofty gates in 
the form of propylsea, erected on the eastern side before a vaulted 
porch, and adorned with panels and cornices.” There is also a Bengal 
style connected with the autonomous Moslem kingdom which flour¬ 
ished in that land from 1338 to 1537; this Bengal style, outstand¬ 
ing specimens of which are the monuments at Gaur, is characterized 
by curved roofs in the form of the segment of a torus cut by four 
vertical planes. There is also a style peculiar to Gujerat, where there 
was an independent Moslem kingdom from 1396 to 1572; the build¬ 
ings here follow the Hindu and Jain types more closely than any¬ 
where else, merely adding the indispensable Moslem elements of the 
dome and the pointed arch. The chief buildings belonging to this 
period are grouped round Ahmedabad, for instance the Mosque 
of Mahaflz Khan, dating from the end of the fifteenth century, and 
the tomb of Abu Turab, built a century later. 1 Lastly, the Moslem 
kingdoms of the Deccan — for instance, those of Bljapur (1489- 
1686) and Golconda (1512—1687) —have also an architecture of 
their own. The buildings at Bljapur, the Rawda of Ibrahim II Adil 
Shah (who died in 1626) and the Gul Gumbaz or tomb of Muham¬ 
mad ‘Adil Shah (who died in 1673), are characterized by a somewhat 

1 See J. Burgess: Muhammedan Architecture of Ahmadabad, Archaeological Survey 
of Western India, Vols. VII and VIII (London, 1900, 1905); J. Burgess: Muhammedan 

Architecture of Gujarat , ibid., Yol. VI (London, 1896). 
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“ Occidental ” style — that is, by a boldness and vigour indicative 
of distinctly Persian and Ottoman influences, a fact which is not at all 
surprising when we think of the origins of the dynasty (Fig. 175). 1 
As for the Golconda style, it is characterized by its lofty windows, the 
plaster decoration on its minarets and its domes, narrow at the base 
and bulbous and swelling in shape, somewhat recalling the churches 
of Russia. 


MOGUL INDIA 

In 1527 THE MUHAMMADAN SULTANATE OF DELHI WAS CONQUERED 
by the Turkish prince Babur, a descendant of Tamerlane, the hero 
of Transoxiana. Having been driven out of his hereditary kingdom 
of Transoxiana/ Babur sought his fortune in India, where he 
founded the kingdom known under the name of the Mogul (or 
Mughal) empire. His first five successors, Humayun (1530-56), 
Akbar (1556—1605), Jahanjir (Jehanghu) (1605—27), Shah Jahan 
(1627-58), and Aurungzeb (1658-1707), added to the provinces 
subdued by Babur — the Punjab, Dooab, and Oudh — almost the 
whole of India. For a time, it is true, Humayun was driven from 
his throne, and had to pass fifteen years in exile, either in Afghani¬ 
stan or 4 in Persia (1540-55). His son, the great Akbar, completed 
the subjugation of northern India and started upon the conquest of 
central India as far as the Godavari. Under Shah Jahan and Aurung¬ 
zeb the Deccan itself was annexed as far as the borders of the 
Carnatic. 

Each of these princes appears before us under his own charac¬ 
teristic aspect. 2 Babur, the founder of the dynasty, is like the hero 
of a mediaeval romance of chivalry. This knight-errant, who was heir 

1 See E. B. Havel]: Indian Architecture (London, 1927), p. 191 (“Evolution of the 
Bljapur Style”). 

2 See Delhi Museum of Archaeology , Loan Exhibition of Antiquities, Coronation Durbar , 
1911, PL XXX-LIX. 



Figure 218 

Solomon surrounded by angels, demons, and animals. 
— Demotte collection. Photo, Laniepce 
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to the most magnificent tradition of valour that had ever existed in 
Asia — for was he not descended from both Jenghiz-Khan, the Con- 



Figure 219 

Conquest of India by Babur. 
— Vever collection. Photo, Vever 


queror of the World, and the invincible Timur? — shows himself in 
his Memoirs to be the consummate ideal of a prince as conceived in 
the age of the Persian Renaissance. His Turco-Mongol origins made 
him the possessor of a dogged courage, and a methodical spirit which 
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no mishap could discourage. But in his family the ruggedness of the 
Turkish temperament had long been moderated by the effects of 
Iranian environment. Moreover, as represented in his portraits, 
Babur resembles not so much the terrible Mongol conquerors of past 
days as some nobleman of Isfahan or Shiraz, with the pure oval of 
his delicate Turco-Persian cast of countenance — in spite of the 
slightly oblique eyes, which tell of his Tartar forebears — his noble 
profile, his small, carefully trimmed beard and aristocratic elegance. 
He almost reminds us of one of Clouet’s portraits of nobles at the 
Louvre (Fig. 194). And he is indeed a true Renaissance type — a 
gentleman of exalted lineage, with a passion for literature and art, 
anxiously observing all the forms of humanism, at once a dilettante, 
an adventurer, and a statesman. Possessing, to quote Renan, “ great 
good sense and a certain intelligent and gentle quality free from 
fanaticism, a subtle, just, unprejudiced, and open mind — such was 
this descendant of Tamerlane and Jenghiz-Khan, who worthily in¬ 
augurated that series of philosopher princes who shed such a bright 
radiance upon the throne of the Moguls in the sixteenth and seven¬ 
teenth centuries.” He was at the same time a poet, and even on the 
imperial throne of India felt home-sick for the landscapes of Fer¬ 
ghana, the grassy plains where he had been wont to dream in the days 
of his youth. “The violets are lovely in Ferghana; it is a mass of 
tulips and roses,” he says. Or he will quote verses full of an Epi¬ 
cureanism that is quite Persian, such as the following of Khaiyam’s: 

A book of verses underneath the bough, 

A jug of wine, a loaf of bread and thou 

Beside me singing in the wilderness 

And wilderness were Paradise enow; 

or some lines by Hafiz: “ Sweet is the coming of the new year, sweet is 
the juice of the grape, but how much sweeter is the voice of love! 
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Snatch, Babur, at all the pleasures of living, for life doth flee, never 
to return.” 

A figure which appeals to our sympathies equally stxongly is 
that of Humayun — one day padishah of the Indies, on the next 
abandoned by all men, exposed to the treachery of his own family, 
and trembling for the life of his young son Akbar, who had fallen 
into his enemies’ hands; next finding a fitting welcome at the court 
of the King of Persia, and finally recovering his throne and capital 
only in time to die. . . . Such was the melancholy destiny of a 
prince without reproach, for long unjustly unfortunate, but as great 
in misfortune as in his belated triumph, and at all times profoundly 
human (Fig. 194, 195). 

But the greatest of the Mogul emperors is undoubtedly Akbar 
(Fig. 196). A captain and an administrator of genius, he may be 
regarded as the real founder of the empire of the Indies. His liberal 
and reforming government treated Hindus and Moslems on an equal 
footing. He placed particular reliance upon the native aristocracy 
of the Rajputs, which swore him the staunchest loyalty and provided 
him with his best generals. -Though himself brought up as an or¬ 
thodox Sunnite Moslem, he kept all his favours for the dissident 
Shfites, and among them for the liberal pietism of the Sufis. In 
consultation with his counsellors, such as the sheikh Mubarak Nagori 
(who died in 1593) and his sons, Faidi (who died in 1595) and 
6 Abu 6 l Fadl (who died in 1602), he tried by a fusion of the various 
positive religions to arrive at a sort of higher syncretism: “ 0 God,” 
cries ‘AbuT Fadl, who was the confidant of the prince’s ideas, “ in 
all the temples I see men seeking Thee. What is polytheism? It is 
Thou. What is Islam? It is Thou. . . . One day I attend the temple, 
the next day the mosque, but on either day it is alone Thou whom 
I seek.” True to these maxims, Akbar deprived Sunnism of its 
privileged position as the state religion and promulgated an edict of 
tolerance and protection on behalf of the Hindu cults. He was in- 



Figure 220 
After the banquet. 

— Vever collection. Photo , Laniepce 
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terested in Brahman philosophy and caused the Vedas, the Sanskrit 
epics, and the darsana (Hindu philosophical systems) to be trans¬ 
lated into his two favourite languages, Persian and Hindustani. Ul¬ 
timately he borrowed from the philosophy of Vishnuism and from 
Jainism their doctrine of universal charity: “Would to God,” he 
said one day, “that my body were great enough to feed all men! 
Then they would cease to cause suffering to any animal.” Here 
Akbar uses the same language as Asoka had done in past days; and 
certainly it is not one of the smallest surprises in history to find on 
this ancient soil of India, which seems to be the very native land of 
speculation, a Buddhist emperor of the third century B.C. and a 
Moslem emperor of the sixteenth century of our era arriving at the 
same eternal principles in spite of the gulf that separates their ages 
and civilizations. This philosophical syncretism found expression in 
1582 in an attempt to create a new creed, the Tawhul-i ildhl or Din 
ilahl, an eclectic theism expressed by the ancient Indian symbols of 
the sun ( surya ) and fire (agni), admitting of no priesthood and call¬ 
ing for no offering save that of a pure and simple life. 

Jahangir abandoned his father Akbar’s religious reforms and re¬ 
turned to Moslem orthodoxy, though on the whole he followed his 
father’s policy. In spite of his vices of drink and opium, and though 
he did not possess his father’s genius, he was not without talent, had 
a love of nature, and was a great patron of the arts. He was, above 
all, a connoisseur of painting, and we possess a number of miniatures 
which have immortalized his sensual physiognomy, at once delicate 
and bloated (Fig. 197,198). This voluptuous prince was ravaged by 
one great passion, his love for the beautiful Nur Jahan, whose energy 
of character saved him in more than one dangerous situation. 

Shah Jahan, the fifth of the Mogul emperors, also had his romance: 
his love for his favourite sultana, Mumtaz Mahall, who died in child¬ 
birth in 1651, and as a mausoleum for whom he built the marvellous 
Taj Mahall. In fact, he too encouraged the arts; like his father he was 
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a connoisseur of painting, and his delicate aristocratic features, with 
their expression indicating a stubborn will, were a frequent subject 
for artists (Fig. 199—204). His taste for luxury and magnificence 



Figure 221 

Party on a terrace. Mogul school, early 
eighteenth century. 

— Bibliotheque Nationale. Archives 
photographiques 

marks the culminating point of the material civilization of Mogul 
India. 

With Aurungzeb, who ascended the throne after disposing of his 
elder brother, Dara Shikuh, decadence set in. Not that this prince 
was lacking in talent: on the contrary, he was one of the strongest 
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personalities of the whole dynasty. He was an able soldier and an¬ 
nexed the remaining independent sultanates of the Deccan. He was 
an energetic statesman and a diligent administrator who drew closer 
the bonds of Mogul centralization. But his harshness, hypocrisy, and 
despotism alienated all hearts. He had seized the throne by getting 
rid of his brothers and imprisoning his father. His Moslem fanaticism 
put an end to the good understanding existing between the Hindu and 
Mogul elements, upon which the State had been based since the days 
of Akbar. He lived long enough to witness the revolt of the native 
peoples (the Mahrattas, Rajputs, etc.) and the first symptoms of the 
ruin of the empire. The miniaturists are fond of representing him, 
with his fine, delicately stubborn features, like his father, Shah 
Jahan, but with a more unyielding quality in the profile; in their 
works we often see him as a bent old man with a white beard, telling 
his beads piously beneath the imperial parasol — while his armies 
were no doubt treacherously putting some rebellious people to the 
sword by his orders (Fig. 205). 

In the early days of the Moslem domination the sumptuous qualr- 
ties of Indian architecture and decoration had imposed themselves 
almost of necessity upon the conquerors from the north, who had 
yielded to the dazzling richness of such ornamentation. It was not 
till the fourteenth century that they began to react against it: the gate 
of ‘Ala al-Drn at Delhi is already more Iranian than the previous 
monuments; next, under the dynasty of the Taghlaq (Tughlaks) the 
overloaded Hindu ornamentation began to assume a more ordered 
character and Indo-Moslem architecture, without repudiating its 
deep-rooted native affinities, became more sober and severe. Finally, 
under the Moguls, this simplification was to lead to a harmonious 
fusion of Jain and Persian art, and to the birth of a new art which was 
of a genuinely original and classic nature. 1 

i Cf. Hermann Goetz: Bilderatlas zur Kulturgeschichte Indiens in der Grossmoghul- 
Zeit (Berlin, 1930). 
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At the outset the Mogul domination was marked by a fresh wave 
of pure Iranianism, as well as by the coming of Ottoman influence. 
Not that Babur had time to do much building: we owe him scarcely 



Figure 222 

Duet. Musee des Arts Decoratifs. 
— Photo, Giraudon 


anything but the mosque of Panlpat, built upon the site of his chief 
victory, and the Jami’ Masjid at Sambhal. But he sent to Constan¬ 
tinople for some pupils of Sinan, the celebrated Ottoman architect. 
Tradition has it that under the reign of Akbar, Sinan’s favourite 
pupil, Yusuf, built the palaces of Delhi, Agra, and Lahore. None 
1 See Vol. I of the present work, p. 397. 
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the less, Persian influence won the day. It has been observed that 
during the sixteenth century Persia plays the same part in relation 
to Indo-Moslem art as Renaissance Italy did in relation to that of 
France. But the first cause of differentiation which arose between 
them was the fact that the soil of India offered the architect richer 
materials than did that of Iran. What distinguishes Mogul mosques 
and palaces at the very first glance from similar buildings in Iran 
is the fact that, instead of faience, they made use of maible and hard 
stone, a fact which gave Mogul buildings a curiously more imposing 
appearance and secured them a far greater prospect of survival: 
while the mosques of Isfahan are crumbling into ruin, the Taj raises 
its white marble splendours eternally on high beneath the dome of 
the blue heavens. 

The earliest buildings of the age of Akbar display all the strong 
and sober elegance of the Iranian style (Fig. 176, 177). This is true 
of the tomb of Humayun, near Delhi, a structure which reminds us 
both of Isfahan and of certain mosques of Constantinople in the age 
of Soleiman the Magnificent, and which must, as a matter of fact, 
have been built by some pupil of Sinan; but here Mogul art is already 
distinguished from the Turco-Iranian schools by its use of white 
marble and the absence of all polychrome decoration. Subsequently, 
however, the reign of Akbar achieved a fusion of native traditions 
with those of Iran in the sphere of art as well as in that of thought. 
The twofold influence is revealed in the buildings at Fathpur-Slkrl, a 
town built by Akbar between 1570 and 1574, some twenty-four miles 
from Agra. The plan of the sanctuary of the Great Mosque at Fathpur 
is copied from that of the Juma’ at Isfahan. The triumphal entrance, 
too, or Baland Darwaza, dating from 1601-2, has a classic purity 
which is quite Persian, allowing for the different materials, which are 
pink sandstone and white marble; the cupolas which surmount it, 
however, display Jain influence. Indian and Turco-Iranian traditions 
are fused in similar fashion in another building at Fathpur, the 
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At the same time, the taste of these buildings tends in the direction of 
a noble simplicity and “ a truly feminine elegance.” The principal 



Figure 224 
Indo-Mogul lady. 

— Demotte collection. Photo , Laniepce 


monuments of this period are the Great Mosque (Jami’ Masjid) in 
the city, and the palace of the Mogul emperors at Delhi, begun in 
1638 and built of white marble, pink sandstone, and brick. We give 
here a few photographs of these marvels, the Diwan-i ‘Amm and the 
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Diwan-i Khass (the halls for public and private audiences respec¬ 
tively) , white marble galleries in which the pillars, arches, and ribs 
of the vaulting were completely encrusted with delicate Peisian mo¬ 
tives in jasper, onyx, and cornelian; in the middle stood the famous 
Peacock Throne, so called because the back of it represented a pea¬ 
cock’s tail, glittering with rubies, pearls, and diamonds (Fig. 181- 
186). Equally elegant in the purity of its style is the delightful 
Mosque of the Pearl, or M5tl Masjid, built by Shah Jahan between 
1646 and 1653, also of white marble, inlaid with precious stones in 
floral motives in the Persian style. But the masterpiece of Shah 
Jahan’s art remains the Taj Mahall at Agra, begun by that prince 
in 1646 as a tomb for his beloved wife Mumtaz Mahall, and com¬ 
pleted about 1653 (Fig. 190-192). Mumtaz died in the full bloom 
of her beauty, exacting an oath from Shah Jahan that he would as¬ 
sociate her memory with the construction of an immortal monument. 
The monarch kept his promise and built this marvel of grace and 
taste, this triumph of Indo-Persian classicism, a marble mausoleum, 
dazzling in the whiteness of its exterior, wonderfully sculptured, and 
carved in open-work, inlaid internally with mosaics of porphyry, 
agate, cornelian, and lapis lazuli of amazing finish.” The setting 
adds still further to the beauty of the work: “The graceful dome of 
the Taj, its slender minarets, its trellises of fine marbles, as fine as 
lace-work, stand in the midst of a vast garden, where innumerable 
fountains play in cypress avenues and beneath groves of orange- 
trees.” It is in this dream landscape that the young Moslem Empress, 
snatched from the love of the ruler of the world at the age of twenty, 
sleeps her last sleep. 

The Taj has such purity of line that one would incline to attribute 
it to the genius of a single master. It was, however, the work of a 
whole group of them, and its peerless harmony is due to a blend of 
the most varying influences. There has been much discussion of this 
question. The principal architect of the Taj was really the Turk 
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(or Shiraz!) Ustadh ‘Isa, as had been supposed, hut, for the dome 
in particular, this master had the assistance of Hindu architects, 
and perhaps for the decoration of the exterior, at least, that of Euro¬ 
pean artists as well (among others the Venetian Geronimo Veroneo). 1 



Figure 225 

On the terrace, at the riverside. 
— Bibliotheque Nationale. Archives 
pholographiques 


The Mogul emperors played the part of patrons of the arts m the 
sphere of painting quite as much as in that of architecture. We may 
remember that the Moguls were the direct descendants of those 


1 But Veroneo was surely not the principal 
(cf. Mr. T. W. Haig in Encyclopaedia of Islam , 


architect, as has erroneously been claimed 
, s.v. “Taj Mahall”)* 
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proud Timurids at whose court Iranian painting had risen to such 
heights during the fifteenth century in the provinces of eastern Iran, 
Khorasan, and Transoxiana. In the preceding volume we saw what 
an influence was exerted by the Timurid sultan Husain Baiqara upon 
the development of the school of Herat, and what a friend he was 
to the most illustrious master of that school, the great Bihzad. His 
cousin Babur shared this taste of his, for in his Memoirs he, too, 
informs us of his admiration for Bihzad. He brought these tastes 
with him when he won the throne of India, and it will be no surprise 
to us to see the last pupils of Bihzad, such as Khwaja (or Khvajah) 
Abd al-Samad of Shiraz, occupying the position of court painters 
under the reign of Akbar. 

Thus, as Percy Brown remarks, in its origins Indo-Persian paint¬ 
ing is merely a province of Iranian painting: we find in it the same 
conventional treatment of the figures (Fig. 214) and landscape, and 
the same mosaic of brilliant colours. 1 Later, as we shall see, the 
Mogul masters were to shake off these conventions, which belonged 
rather to miniature-painting than to painting proper. To their honour 
be it spoken, the only feature of it which they were to preserve — 
thus showing themselves true pupils of Bihzad to the end —was the 
quality of line and virtuosity of drawing which they inherited from 
the calligraphers of Herat and Isfahan. This Iranian mastery of 
drawing was to lend the Mogul profiles something of the spirited 
quality of the Italian medals of the Renaissance, the clear-cut delicacy 
of the sketches of Clouet, and the power and purity of the pencil 
drawings of Ingres (see A. Coomaraswamy: Indian Drawings, 
London, 1910-12). 

Again, as Percy Brown remarks, though Mogul painting betrays 
its Iranian origins in all its qualities, yet, like the dynasty itself, it 
was not slow to become naturalized. The tradition of Indian painting, 
the great tradition of Ajanta and Bagh, was not extinct. It survived, 

1 See Yol. I of the present work, Fig. 226-288. 
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as we shall see below, in the Rajput miniature. It was the happy 
combination of Iranian traditions and Rajput influences which gave 
birth, as early as the reign of Jahangir, to Mogul art properly so 
called — a genuinely new art, which could be distinguished at a 
glance from the two schools that we have just mentioned: from the 
Iranian school by its love of realism, and from Rajput art by the 
calligraphic quality of the drawing. 

This specifically Indian taste for realism constitutes the contribu¬ 
tion of the Mogul school to Moslem painting. It comes out every¬ 
where, whether in portrait or in landscape: in portraiture, where 
the faces, which, in accordance with the Iranian tradition, had al¬ 
ways been a little too fine and elegant, suddenly acquired a psycho¬ 
logical intensity and commanding power which made them compa¬ 
rable to those of a Titian or a Holbein (Fig. 196, 197, 212, 213), 
or, more simply, to those in the frescoes of Ajanta and the reliefs 
of Ellora; 1 and in landscape, where the blooming backgrounds of 
Herat and Isfahan gained in breadth till the splendour of their 
noontide skies or the crimson of their sunsets give one a sense of the 
whole vastness of earth and heaven (see the backgrounds of Fig. 
194, 196, 197, 212, 221, 225): in short, it was by this process that 
the Persian miniature developed into the great Mogul school of 
painting. What is more, it cannot be denied that this realism profited 
by lessons from the outside world. The comparative advance in the 
modelling of the faces, the effects of chiaroscuro in the landscapes, 
the progress in perspective, the sense of atmosphere, are all points 
that bear witness to the teaching of Italian art. On the other hand, 
again following Percy Brown, we have to note the limitations of this 
inspiration, which were those of the society of the time. Mogul art is 
an art of the court, the art of an aristocratic society which is only 
interested in scenes of everyday life in so far as they concern itself, 
and therefore reproduces none but the acts and gestures of sovereigns 

1 Cf. Ananda Coomaraswamy: Indian Drawings . 
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and nabobs, their receptions, their hunts, and their loves, ignoring the 
life of the Hindu people, which was the delight of Rajput art. But, 
with this reservation and within these limitations, we are henceforth 
in the presence of a directness of inspiration, an art based on observa- 



F iGURE 226 
Lady and attendants. 

— Vever collection. Photo , Pivot 


tion, and a naturalistic spontaneity which transcend Iranian canons 
and bring Mogul art into harmony with the eternal spirit of India. 

This realism found its first expression in portraiture, which was 
in many respects, the chief raison d'etre of Mogul painting. The 
Moguls were a handful of noblemen of ancient lineage, all more or 



Figure 227 Figure 228 

Scene on a terrace. Indo-Mogul ladies. 

Demotte collection. Photo , Laniepce — Demolte collection. Photo , Laniepce 
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less descended from the noble houses of Jenghiz-Khan or of the 
Transoxianian dynasties and grouped round the glorious Timurid 
family, who, following in the train of that family, had succeeded 
in imposing themselves upon the vast and overpopulated Indian 
continent by their personal qualities and their superior talents and 
armaments—but also by their humanism. These great Renaissance 
nobles governed the empire of the Indies just as the Venetian aristoc¬ 
racy had once governed the empire of the Mediterranean and just as 
both the Dutch middle class and the British aristocracy were after¬ 
wards to govern their maritime empires. And in Venice, as in 
Amsterdam and England, the art of portraiture arose out of the 
aristocratic conditions of government. Titian, Rembrandt, and Law¬ 
rence are the products of an exclusive society. The conditions weie 
similar at Agra and at Delhi. The Mogul princes, their courtiers, 
and their generals loved to have themselves immortalized by the art 
of the time. 

Thus we have a whole gallery of portraits, a gallery of genuine 
contemporary history, in which a society as refined as that of Ver¬ 
sailles under the French monarchy lives before us in all its splendour 
and reality. We see first Timur, the great ancestor of the house, rep¬ 
resented oddly enough in the costume of the fourteenth century (Fig. 
193); 1 then Babur, the royal adventurer, driven from his native 
Transoxiana and from the throne of his ancestors, the leader of a 
band of exiles, only afterwards, at their head, to become, by a stroke 
of genius, emperor of the greatest empire of the East and founder of 
a new Mongol dominion: a precise, vigorous Turkish face, and a 
singularly high-bred one, too, on which the Iranian environment has 
left its mark; the victor of Panipat, the fastidious author of the 
Memoirs, lives again before us in a few touches of the brush (Fig. 
104). Beside him is his son Humayun, with his more indeterminate 

1 See the same miniature in colour, in Mehta: Studies in Indian Painting (Tara- 
porevala, Sons & Co., Kitab Mahal, 190 Hornby Road, Bombay, 1926), PI. 44, p. 102. 
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physiognomy, long and delicate, full of gentleness and distinction, 
philosophic resignation and melancholy, as befits the destiny of the 
man who lost his throne, endured the worst vicissitudes, and only 
won it back in time to die (Fig. 193). Akbar, that self-taught genius, 
who dominated and towered above his age, a powerful figure formed 



Fi g u n e 229 
Yo nth of K rishna. 

— From Percy Brown: Indian Painting, facing 
p. 52. By permission of the Oxford University 
Press 

of very human clay, himself illiterate, yet the promoter of a philo¬ 
sophical and literary syncretism which embraced all the sublimest 
productions of the human mind, the founder of an empire, a general 
always in the field, taking a personal share in his enterprises, yet at 
the same time a liberal-minded statesman, whose whole taste ran in 
the direction of philosophical speculation and lofty poetry: a genius 
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with a heavy and strong-willed countenance (Fig. 196). His son 
Jahangir, a more complex personality, with a voluptuous tempera¬ 
ment, sensual and indolent, an undoubted drunkard and a capricious 
and brutal administrator, but possessing a cultivated and inquiring 
mind, a patron of the arts and himself a dabbler in them, a connois¬ 
seur of painting and a student of natural history, whose face, though 
bloated with pleasure, none the less reveals a highly intellectual 
quality (Fig. 197, 198). Next Shah Jahan, a colder and apparently 
more imperious countenance beneath the halo that surrounds him, 
with a profile of flawless Aryan purity, to which age has added the 
further majesty of his white beard, trimmed to a point; yet, in spite 
of all differences of fashion, having a touch of the hard and dazzling 
magnificence of his contemporary Louis XIV — a face, too, with a 
high-bred elegance, to which his love of the arts added a yet greater 
nobility — for in the background of his portrait we imagine the dome 
of the Taj Mahall (Fig. 199—204). 

Moreover, this aristocratic taste for portraiture prided itself upon 
more than a spirited resemblance. As in Van Dyck and Titian, it 
delighted in the setting which surrounds its noble models: sumptuous 
garments, dazzling jewellery, splendid sashes, diaphanous gauzes 
and heavy brocades dotted with rosette patterns, priceless aigrettes 
and the massive jewellery with which these kings of the East glittered 
like the starry heavens. 

From the imperial Timur id family the fashion for portraits spread 
to the great Mogul nobility (Fig. 206-210). Whether they are richly 
coloured, treated in sombre tones on faintly tinted neutral back¬ 
grounds or in light hues upon a dark background, or simply sketched 
in black and white, all these Mogul portraits are, in general, marvels 
of delicacy, finish, and psychological fidelity. In spite of the majesty 
of the attitudes and the sumptuousness of the costume, the racial and 
moral character represented in them is strikingly clear. The delicacy 
of the drawing, the subtlety of the modelling, and the keenness of the 
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profile reveal the personality with a pitiless precision. Here again we 
are reminded of the greatest portraitists of the West. But in Titian, 
Rembrandt, Rubens, and Van Dyck the deliberate sumptuousness of 
the setting, the proud genius of the painter, often dominate the per¬ 
sonality of the model. Here, as in Diirer or Clouet, in spite of the 
decorative treatment of the page in the style of an illuminated manu¬ 
script, we have nothing but the personality, nothing but the character 
of the nobleman represented, with his virtues or his vices, his good 
humour or his harshness, his honesty, his cynicism or his hypocrisy, 
his weakness or his boastfulness. There are portraits among them 
which are worth a page of Commines or of Saint-Simon. 1 

Side by side with these great nobles and courtiers, Mogul paint¬ 
ing admitted another category of models: holy men, dervishes, fakirs, 
and sannyasi (monks) (Fig. 211-213). In such subjects as these it 
discovered an original line of its own and has left us studies of 
remarkable psychological intensity. Certain of these portraits — 
grave, subtle, bearded doctors’ heads, or hollow faces with great 
burning eyes and shaven crowns—live again before our eyes with a 
strange life of the spirit, in their faith, their mysticism, their self- 
sacrifice, fanaticism, or kindliness. At any rate, they are faces whose 
spiritual value is sometimes almost equal to those of Memling or 
Fra Angelico, with an added quality as well—the disquieting ardour 
of the old world of Islam, like a sombre Venetian flame. 2 

But in this connexion it should perhaps he recalled that India was 
already familiar with the spiritual quality of the painting of Ajanta. 
For the rest, as Percy Brown observes, the influence of earlier Indian 


1 See Loan Exhibition of Antiquities, Delhi, Coronation Durbar (Archaeological Survey 
of India, 1911); Coomaraswarny: Portfolio of Indian Art, Museum of Fine Arts, Boston, 
PI LXXXVI * Goomaraswamv: Les Miniatures orientates de la collection Goloubew, au 
Museum of Fine Arts de Boston (Ars Asialica, Vol. XIII, Paris, Van Oest, 1929), PI. 
LXXII (the durbar of Jahangir, 1620), XXIII, XXV (Jahangir and courtiers), XXX, 

XXXI, XXXVIII, XXXIX. w . , 

t See Bodleian Library, Or. a I, fol. 34, the six Moslem doctors of law, reproduced 
by Stchoukine, PI. L; Rupam, January 1925 (Jahangir’s festival, Rampur State Library). 
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schools seems to leave its stamp upon the Mogul paintings in the 
spiritual quality of the hands and the high aesthetic value of all these 
Moslem mudras. 

Portraiture found a further extension in the divan and dur¬ 
bar ” scenes, part of the heritage of Persian art, which they recall by 



Figure 230 

Krishna and his herd. Pahari school, Kangra. 

— By permission of the Museum of Fine Arts, 

Boston 

their minuteness of detail and range of colour, which is in itself a 
delight to the eye. But as a rule they have greater warmth than the 
Persian scenes of the same sort, and a greater sumptuousness of tone, 
accompanied here, too, by a greater realism in the portraits of the 
courtiers, a more skilful treatment of the animation of crowds, more 
modelling in the body, and less conventional landscapes for their 
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backgrounds. To the historian these works offer a still further in¬ 
terest. In them he sees displayed with unexampled magnificence, 
in all the pomp, regulated by a scrupulous etiquette, which is de¬ 
scribed by the travellers of the seventeenth century, the splendours 
of the richest court that ever existed, that fairyland which nowa¬ 
days revives only for a few hours in the Anglo-Indian corona¬ 
tion durbars. 

The hunting-scenes of the emperors or princes (Fig. 215, 216) 
recall the same splendours, for they serve as a pretext for the same 
display of luxury. In this respect, moreover, they hark back to the 
Persian taste of Herat or of Isfahan. But here a different note is 
introduced by the art of the great Indian animal-painters and the 
realism of Mogul landscape. For in the representation of animals 
the Indian naturalistic tradition once more asserts its rights. There 
are certain subjects—for example, the treatment of the horse — 
which still remain Iranian in their delicate slenderness and excessive 
cleverness. But when it comes to painting the peculiar fauna of India, 
we find works of an originality full of zest. The powerful scenes of 
hunting the wild elephant or of hunting the tiger from the back of 
tame elephants bring us back into the full stream of the great Indian 
tradition. And this realism, which is the characteristic contribution 
of the eternal genius of India, is here exploited with a dramatic 
sense that even India herself had never known before in such a de¬ 
gree. For the same reasons, the country scenes in general display far 
greater power and breadth in Mogul painting than in Iran (Fig. 217). 
This realism in the representation of animals asserts itself even in 
the mythological scenes, as, for instance, in the painting in the De- 
motte collection showing Solomon amid the beasts of creation, the 
angels, and the demons — in which we may note the curious concep¬ 
tion of the angels with downy bodies (Fig. 218). 

The same remarks apply to the battle scenes, which are evidently 
inspired by the Timurid battles, but with an enormous advance in the 
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composition of the landscape and in the realistic treatment of animals, 
as, for instance, in the battle elephants charging, in Fig. 219. 

For the rest, the Moguls took a pleasure in the representation of 
animals for its own sake (see the marginal designs of Fig. 194 and 



Figure 231 
Krishna and the cowherds. 

— From Mehta: Studies in Indian Painting. 
By permission of Messrs. Taraporevala 


201, and the detail of Fig. 216, 217, 218), so that in it they com¬ 
bine the fresh and powerful naturalism of SanchT, Ajanta, and Mava- 
lipuram with a delicately decorative sense which is quite Persian. 
Thus we have works like the peacocks of Jagganatha in the British 
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Museum, which might have come either from SanchT or from Isfahan, 
or the powerful wild buffalo from Sarwan in the British Museum, 
dating from about 1600, which one cannot help comparing with the 
two fighting buffalo in Cave I at Ajanta. We have evidence of the 
taste of the Moguls for these subjects in the vogue enjoyed under 
Akbar and Jahangir by the animal-painter Mansur, who was famous 
for his paintings of birds. 

In addition to this realism both in portraiture and in the repre¬ 
sentation of animals, the great characteristic of Mogul painting is 
its landscapes. 1 Not that landscape was treated for its own sake. For ^ 

the most part, as in Iran, it only appears as a decorative motive. But 
the coldly conventional Persian tradition was suddenly thrown into the 
shade by a feeling for nature which was quite a new thing: Persian 
landscape-painting, even when it reproduced wild, rocky scenes, was 
always a beautiful garden, charming and precious; Mogul landscape 
was often nature itself. 2 The Moguls were the first of those inhabiting 
the Islamic lands who knew how to look at the outside world. They 
grasped the solidity of objects, the interrelation of places, the sense 
of towering mountains looming near at hand, the manifold life of 
the jungle, the brooding atmosphere of a solitary tree beneath which 
princes and dervishes found shelter for their meditations, the living 
softness of a rose-bush standing out against the golden depths of the 
sky. Above all, they had a feeling for space and for the living quality 
of atmosphere, a sense of immensity (Fig. 221,225). Their luminous 
distances are as deep and quivering 66 as the very sky of India.” They 
delighted to use as backgrounds to their court scenes or scenes of 
love or piety — or sometimes merely of their portraits of a prince 

1 Of. I. Stchoukine: La Peinture indienne a Vepoque des grands Moghols (Paris, 

Leroux, 1929), pp. 77-88; W. Staude: “Le Paysage dans VAkbar-Namah,” Revue des 
Arts asialiques, V, ii, 102. 

2 See the transition stage marked by the “ Miracle of the Prophet Elias” (the prophet 
rescuing Prince Nur al-Dahr, who had been thrown into the sea by a demon) in an Amur 
Hamzah of the school of Akbar, British Museum, in Sir Thomas Arnold’s Painting in 
Islam (frontispiece). 
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— wide, changing skies alive with clouds, now golden, now livid, 
or lent immensity by the crimson streaks of the setting sun. These 
Mogul sunsets, which stain the horizon with red, often lend an unex¬ 
pected breadth to quite slight paintings, so that a mere miniature 



Figure 232 

Krishna and Radha playing at ball. 

— From Mehta: Studies in Indian Painting. 
By courtesy of Mr. Mehta 


acquires the value of a vast canvas. Not to mention the fact that these 
reds, blues, and golds, trailing in broad bands across the horizon, 
are, as it were, a Leitmotiv in the harmony of colour, strengthening 
and enhancing the fairy-like effect of the costumes and flowers (Fig. 
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194, 196, 197, 201, 211, 212). Lastly, by their predilection for the 
play of light and shade and for effects of chiaroscuro the Mogul 
artists introduced a hitherto unknown novelty and ventured upon 



Figure 233 
Siva and Parvatl. 

— Kdngrd school British Museum 


night scenes which would have brought the old masters of Herat to 
a standstill. 1 

As we see, though Mogul art was a court art, it outgrew its original 
limits to a remarkable extent. Under princes so refined in their 

1 Cf. Stchoukine, op. cit., PI. LIX, LX, LXI; Havell: Indian Sculpture and Painting, 
p. 228 (Indian impressionism: night scenes), PL LXIV-LXVI (Baz Bahadur and 
Rup Mate; Deer-hunting by night; Travellers round a camp-fire: all in the Calcutta 
Art Gallery); Blochet: Peintures de manuscrits arabes, persans et turcs de la Bibliotheque 
Nationale de Paris , PL 59 (painting of Faiz-Allah). 
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humanism as Babur or Akbar nothing human remained outside its 
province. What we have just said about landscape applies equally 
well to scenes of intimate life. The Mogul painters were not content 
with representing their princes or nobles on state occasions; they 
followed them even into the joys of their secret apartments. They 
borrowed from the Rajput artists the custom of painting the ladies of 
the court in the varied pastimes of the life of the harem. Hence our 
collections possess a whole series of charming paintings representing 
the contemporaries of Mumtaz Mahall in that semi-undress the 
fashion for which had been borrowed by the Mogul court from the 
India of the rajahs. Here too we have subjects of a similar nature to 
those of the Safawid miniatures, but, in our opinion, decidedly more 
voluptuous. It is not Sa’di who is suggested by these lovely bodies, 
tense or languid with an ardent tropical sensuality, but the pagan 
effusions of the Gita Govinda . We reproduce a few of these works 
from the Yever or Demotte collections. In one a charming prince is 
retiring from a banquet amid the slight fumes of incipient intoxica¬ 
tion, tenderly supported by his band of women (Fig. 220); in others 
we have love-scenes of striking frankness (Fig. 198, 223) ; or, again, 
we watch the fair Indo-Mogul ladies pass before us, full of coquetry, 
or surprise them in all the abandonment of intimacy (Fig. 224, 227, 
228). 1 

After this general sketch it remains to say a few words about the 
internal development of Mogul painting, with the names of the 
principal artists, which we will now proceed to do, basing our 
account on the fine works of Messrs. Percy Brown, F. R. Martin, 
Coomaraswamy, Mehta, and Ivan Stchoukine. 

For the reign of Humayun three names are mentioned, all of them 
Iranian: Shahim Muzahhib of Bokhara; Baljld, who was painter 
at once to Humayun and to Shah Tahmasp, king of Persia; and, lastly, 
i Ci Stchoukine, op. cit., PL LYI, LVII, LIX, etc. 



c Figure 234 

r Siva and Parvati on the bull Nandi. Min¬ 

iature from a Hindu MS. of the eighteenth 
century. 

— Musee Guirnet 
n 
;r 


r. 
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Abd al-Samad. But the real founder of the Indo-Persian school was 
Akbar, who, as his historian Abul Fadl remarks, encouraged the de¬ 
velopment of painting by every means in his power. 1 Setting an 



Figure 235 

Parvati on the Tiger. Miniature from a Hindu 
MS. of the seventeenth century. 

— Musee Guirnet 

example to his courtiers, he expressed a desire to have the portraits 
of all the great men in his empire. He was even known to confer 
nobility .upon the chief painters at his court, a custom followed by 
1 Cf. Anu Ghose: Akbar as Pairder (Roopa Lekha, 1929), 2, 35. 
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his son Jahangir. As we have seen, he sent for masters from Iran to 
direct their work. Thus his favourite painters were Mir Sayyid All 
of Tabriz and especially Khwaja Abd al-Samad of Shiraz, nick¬ 
named Shirmqalam, or 66 brush of milk,” the pupil of Bihzad. Abd 
al-Samad was both a poet and an artist and had already been a friend 
of the emperor Humayun when Akbar attached him to his person, 
conferred nobility upon him, and entrusted to him various official 
posts at Fathpur and Multan. The names of other Moslem artists at 
the court of Akbar are known to us; for instance, Farrukh-bey the 
Kalmuck; but most of the artists there were Indian, such as Das- 
wanth, Basawan, the two Kesu or Kesava, Madhu, Muskin, Mukund, 
Ramdas, and Bhagvatl. This mixed character of the school of Akbar 
may well be borne in mind. The works of this reign, as we have 
seen, were no doubt still influenced exclusively by Iran, and at this 
period it is better to speak of Irano-Indian art than of Mogul art 
properly so called. But Mogul art was to arise out of this very as¬ 
sociation of Iranian masters with Indian works, and of Hindu paint¬ 
ers with Persian works. 1 Nothing can be more instructive in this 
connexion than the case of Daswanth the Kahar, who died in 1584. 
At the court of Akbar this low-caste Hindu became a pupil of Abd 
al-Samad — that is, of the last pupil of Bihzad, who taught him the 
style of the school of Herat. By command of Akbar, who had recog¬ 
nized his talent and raised him from obscurity, he treated the old 
Indian subjects in the Persian manner, or, rather, he composed paint¬ 
ings “ in which the chief figures were full of Indian reminiscences, 
but were surrounded by secondary figures or episodical details in 
the Iranian manner.” His rival Basawan, another pupil of Abd al- 
Samad, was also an Indian of Iranian tendencies, whose Iranian- 
isms did not, however, prevent him from painting works such as 
the 66 Rajah and the Frog Princess ” in the Hudley collection 

1 See the scene from the Mahabharata, of the school of Akbar, now in the Museum of 
Fine Arts, Boston, reproduced by Coomaraswamy: Bulletin of the Museum of Fine Arts, 
Vol. XVI, No. 93 (February 1918), p. 3. 
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(reproduced by Vincent Smith x ), a delicious scene in which all the 
naturalistic feeling and polytheism native to the land find a happy sur¬ 
vival. It seems, too, that Akbar took a pleasure in making Indian 
artists illustrate Moslem works, and Moslem artists picture scenes 
from Indian legend, just as he induced the Indian Kesu to reproduce 
Christian paintings. 1 2 

Under Jahangir the fusion of the Iranian and Indian elements 
became complete, and this fusion, the way for which was prepared 
by Akbar, seems to have been really the work of the new sovereign. 
We have said above what an interest Jahangir took in painting; and 
we may add that he was a very well-informed connoisseur, with a 
taste which seems to have been quite remarkable. Under his influence 
Mogul painting emancipated itself from its servile imitation of 
Persia, and Western influence began to make itself felt. Jahangir 
was familiar with European art, and his private gallery contained 
Italian paintings as well as engravings by Diirer and Holbein. He 
seems also to have made certain borrowings from Chinese art. Above 
all, he had a deep feeling for nature. The naturalistic character and 
sense of direct observation that we can discern in the art of his reign 
seem, indeed, to have been to a large extent due to him personally. 
He paid particular attention to the resemblance and life of a portrait. 
The art of animal-painting was equally indebted to him: he caused 
rare animals and extraordinary plants and flowers to he copied for 
his albums. His interest in zoology and botany had as its result to 
give us some pages which are admirable both in drawing and in 
colour. The margins which served as a frame to the paintings also 
contained wonderfully accurate pictures of animals and flowers and 
especially some lifelike sketches of antelopes or zebras. 3 The full 

1 History of Fine Art in India and Ceylon, PL CXVII, p. 470. 

2 Cf. Stchoukine, op. cit., pp. 30-41, PL V-XIX; W. Staude: u Muskin,” Revue des 
Arts asiatiques, V, iii, 169. 

3 See the zebra attributed to IJstad Man§ur in the Museum of Fine Arts, Boston; 
f,ee Bulletin of the Museum , XVI, No. 93 (February 1918), p. 7. 
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value of this realism in the representation of flowers and animals, 
this scientific accuracy in the rendering of species and scientific 
families, can be estimated in the numerous hunting-scenes in which 
Jahangir caused his exploits in the chase to be immortalized, episode 



Figure 236 

Gada-Vishnu (Vishnu with the club). Min¬ 
iature from a Hindu MS. of the eighteenth 
century. 

— Mus'ee Guimet 

by episode: these scenes are often very dramatic and, like the 
of portraits belonging to this reign, have a landscape setting whic 
is full of quite a new feeling. In fact the life of the jungle, with its 
rocks, its thickets, and its wild beasts’ lairs, is here rendered with 
striking lifelikeness. It is now, too, that those vast distances appear 
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to which we referred above, with their effects of light and their im¬ 
pressions of storm or of evening. 

But the triumph of the reign of Jahangir lay, above all, in its 
portraiture. Up to that time, even under Akbar, the figures had been 
represented in conventional attitudes, with the face always in profile, 
the right hand holding a flower, and the feet one before the other. 
Under Jahangir psychological intensity in portraiture came to be 
especially sought after; 1 hence those three-quarter-face portraits 
which enable the artist to seize the full moral complexity of his model 
with greater success. Hence, too, the more natural attitudes, which 
show humanity in all its sincerity of character. At a single stroke 
Mogul portraiture raised itself above the elegant accuracy of the 
pupils of Bihzad, which had always been a little hard and over- 
delicate, to a technical mastery, a character of authority, a pictorial 
power, and a psychological richness which, as we said just now, 
sometimes rise to the heights of the art of Titian. 

The chief masters of the school of Jahangir were as follows: Abiil 
Hasan, known as Nadir al-Zaman, the son of Aqa Raza of Herat, 
who was the Emperor’s favourite. He was a portrait-painter first and 
foremost, but has also left us some admirably realistic elephants, and 
amused himself with painting various scenes of Indian life in the 
Rajput manner (see the car drawn by zebu reproduced by Mr. 
Mehta); 2 Ustad Mansur Naqqash, a very great animal-painter, who 
was also a favourite of Jahangir. We have some admirable drawings 
of birds and flowers from his hand in the albums; Muhammad Murad 
of Samarqand, who has left us some elegantly drawn gazelles, a 
little in the Rajput manner, specimens of which are to be found in 
the Behaigue collection and the Berlin Museum; ShafI Abbasi, a 
native of Persia, who was a flower-painter; Manuhar, who was al- 

1 See the “Durbar of Jahangir, 1620,” in the Museum of Fine Arts, Boston, repro¬ 
duced by Coomaraswamy: Les Miniatures orientates de la collection Goloubew, au Mu¬ 
seum of Fine Arts, Boston (Ars Asiatica, Vol. XIII, 1929), PL LXXII, p. 122. 

2 N. C. Mehta: Studies in Indian Painting, PL 27, p. 64. 


Figure 237 
Woman at her toilet. 
Mrn'ee Giximet. Photo , Pivot 
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ready known at the time of Akbar, and painted some splendid 
“ divan ” scenes representing embassies to the court of Akbar, be¬ 
sides being a great animal-painter; Farrukh-bey, who was already 
known under Akbar, and continued to paint hunting-scenes under 
Jahangir; Bhagvatl, also known under the reign of Akbar, who 
painted portraits — especially those of Humayun and of dervishes; 
Bishan Das, who has left us the 66 House of the fakir Sheikh Ful” 
reproduced by Mehta — a remarkable composition from a sure and 
sober brush, with some delightful half-tones. 1 

The reign of Shah Jahan marks the “return to Persia,” and 
realism falls into the background before the decorative style. “ There 
is a return,” so Goloubew notes, 64 to conventionalized foliage, gild¬ 
ing, and conventional designs with brilliant colour.” The strength 
of the school of Jahangir to some extent disappears, and the psycho¬ 
logical intensity of the figures is proportionately diminished. The 
silhouettes lose something of their life and animation. On the other 
hand, never did Mogul art achieve such supreme elegance. In short, 
the art with which we meet at this time is very rich, but rather cold, 
having at its disposal an incredible technical delicacy and astonish¬ 
ing refinements of execution. 2 

One outward sign of this partial retrogression is that the artists 
abandoned those three-quarter-face portraits which had been so dear 
to the age of Jahangir, and returned to mere profiles, as under Akbar. 

We may hasten to add that, though Mogul painting ceased to make 
any progress, there was as yet no question of decadence in the strict 
sense of the word. This was only to set in with the pietistic reign of 
Aurungzeb. The age of Jahangir and that of the Taj Mah/IS were 
still to produce marvels. 

One of the chief painters of this reign is Muhammad Nadir Samar- 
qandl, who in a few sure and sober strokes throws off a powerful, 

1 Cf. Stchoukine, op. cit. } pp. 41-50, PL XX-XXXIII. 

2 Cf. Stchoukine, op. cit., p. 51 and PI. XXXIV-L. 



Figure 238 

Woman at the spinning-wheel. 
— Musee Gurnet. Photo , Pivot 
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splendid portrait — for instance, his portraits of Shah Jahan, Asaf 

Khan, and Khalil Allah Khan, which are like Clouets with the power 
of a Titian. For all their elegant simplicity, in fact, the elderly 
noblemen thus immortalized by Muhammad Nadir Samarqandl have 
a commanding majesty which reminds us of some doge of Venice or 
some great burgher of the United Provinces. We may note that the 
painter continues to draw three-quarter portraits — for instance, the 
Sher Muhammad Nawal in the British Museum. Another leading 
painter of this reign is Mir Muhammad Hashim, who has left us simple 
outline line drawings of figures at the Mogul court, which, again, 
have the clear-cut quality of the finest drawings of Clouet. Among 
his works we may draw attention to the group of Timur, Babur, and 
Humayun in the collection of the Comtesse de Behaigue, a marvellous 
sketch of Hakim Maslh al-Zaman in the British Museum, and a youth¬ 
ful portrait of Aurungzeb, drawn about 1660, which is reproduced 
by Martin. There is also Anupchatar or Raj Anup, the favourite 
painter of Prince Dara Shikuh, son of Shah Jahan. One of the chief 
works from his hand is a Shah Jahan seated among his emirs, dating 
from about 1640. The fifty or so line portraits brought together on 
this famous page, though only in profile, have a sureness of touch, 
a keenness of expression, and a psychological intensity which are still 
astonishing. Beneath the pomp and distinction of a princely life we 
can divine the dark passions of that troubled age, when all the treas¬ 
ures of India were to be at the mercy of intrigue and audacity at a 
court more divided and poisoned by hatred than any the world has 
known since the Rome of the Caesars, the Italy of the Renaissance, 
and the France of the later Valois. And not only individual character 
and social blemishes, but racial characteristics too are thrown into 
brutal prominence by the cold and unerring elegance of line. In short, 
we have here an extraordinary page of history which helps us to 
understand the decline and fall of the Mogul domination. 

Among Shah Jahan’s painters we may also mention two Indians, 
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Chitarman or Kalyan Das, who flourished about 1660, and Hunhar, 
both of whom also drew elegant portraits of Mogul dignitaries, the 
former with more delicacy, and the latter with a more substantial 
realism. 

And, lastly, side by side with Shah Jahan, we should mention 



Figure 239 

Scene of adoration (Siva-puja). Indo-Mogui 
school, end of the eighteenth century. 

— Mask Guimet. Photo , Pivot 

the patronage of art exerted by his son Dara Shikuh (1615-59), who 
was unfortunately afterwards supplanted by his younger brother 
Aurungzeb. Unlike Aurungzeb, whose Moslem fanaticism prejudiced 
him against the pictorial arts, Dara Shikuh proved himself a worthy 
follower of his father, showing an intelligent sympathy for things In¬ 
dian, which was even more whole-hearted than his ancestor Akbar. We 
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have seen how he sought to reconcile Hinduism and liberal Muham¬ 
madanism in a higher philosophic synthesis. Like his grandfather 
Jahangir, he displayed a passionate interest in painting. We have an 
album of his, dated from 1641 to 1642, and now in the India Office 
Library, which is one of the most precious records of Mogul art 
that have come down to us. Indeed, this album contains works bear¬ 
ing dates between 1605 and 1634—that is, from the days of Akbar 
to those of Shah Jahan. It is interesting to note that we find in it 
paintings of animals which are at once artistically marvellous and 
excellent as illustrations of natural history. We shall also find in it a 
few portraits showing a rare mastery, such as the portrait of Prince 
Salim — that is, of the young Jahangir —in the midst of a magnifi¬ 
cent landscape. 


RAJPUT PAINTING 


In speaking of mogul art we have constantly referred to 
Rajput painting. It might perhaps have been more suitable to speak 
of the latter first, for the Hindu painting known by the name of Rajput 
has native origins which go back to the remotest past. 1 Through the 
humble Gujerati school of the fifteenth century and the miniatures in 
Jain manuscripts, 2 it is the heir of the great art of Ajanta and Bagh, 
as well as of the Bengali school of the Pala and Sena dynasties. 3 
All the same, it cannot be denied that, however native it may have 
remained both in origin and in inspiration, Rajput painting was none 

1 Cf. E. Vredenburg: “ Continuity of Pictorial Tradition in the Art of India,” Rupam, 
January 1920 (with coloured illustrations from a Nepalese MS. of the Prajhapdramitd ). 

2 Cf. A. Coomaraswamy: Catalogue of the Indian Collections in the Museum of Fine 
Arts , Boston, IV, Jama Paintings and MSS. (1924); N. C. Mehta: “ Indian Painting in 
the Fifteenth Century,” Rupam, Nos. 22-3 (1925); A. Coomaraswamy: Portfolio of 
Indian Art, Museum of Fine Arts, Boston, PL LX and LXI (Jaina MSS. of Gujerat, 
fifteenth and sixteenth centuries). 

3 We shall examine this most important Bengali school of the Pala, Sena, and Ne¬ 
palese MSS. in Vol. IV, Ch. ii, of the present work. See Coomaraswamy: Portfolio of 
Indian Art, Boston, Pl. XXXIII-XXXVI (MS. of the Astasahasrikd Prajhdpdramitd , 
Nepal, a.d. 1136). 
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the less stimulated and even considerably influenced by Mogul art. 
While preserving its deeply original character, it can be fully ex¬ 
plained only by its emulation of Mogul painting. 

Rajput painting, which is now well known from the learned works 
of Ananda Coomaraswamy, Nanalal Chamanlal Mehta, and Percy 
Brown, is divided into two groups: the Rajasthan! and the Paharl. 
The Rajasthani and Bundela group, as its name indicates, is con¬ 
nected with the provinces of Rajputana and Bundelkhand, in the 
former of which, at the Rajput courts of Jeypur, Blkanir, and Udai¬ 
pur, this style, known as “ Jeypur qalam,” the style (literally 
“brush”) of Jeypur, was developed during the seventeenth and 
particularly during the eighteenth and early nineteenth centuries. 
The second school, known as the paharl or mountain style (Paharl 
qalam), was developed during the same period in the Himalayan 
states of the upper Punjab, round Jammu, Chamba, Tehri Garhwal, 
and, most of all, Kangra—whence its other name of Kangra style 
(Kdngrd qalam)? From this Paharl school is derived the Sikh school 
of the beginning of the nineteenth century, which also flourished in 
the Punjab under the reign of Ranjit Singh ( 1803 - 39 ), with Kapur 
Singh as its chief painter. 

In spite of many affinities and mutual borrowings, Rajput art 
can he distinguished from Mogul painting at a glance. Mogul art, 
as we have seen, is in its essence an art of official portraiture, of 
court scenes and representations of historic occasions. In its technique 
it always remains more or less close to the miniature, in which it had 
its origins, and the illuminated manuscript and faithful to the pre¬ 
cision of line and meticulous detail of Persian calligraphy. Rajput 
art, on the contrary, though inspired by the little native courts of 
Rajputana and the Punjab, appears to be an infinitely more popular 
art. Its technique, as Percy Brown observes, is derived, not from the 

, ‘ Cf. Coomaraswamy: “Rajput Painting. The Kangra Valley,” Bulletin of the Museum 

t u foonl r 0n ’ AugUSt 1919; Lal Mukandi: The Pateri School of Painting (Roopa 
Lekna, 1929), 1, 24—35. 
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miniature, but from mural fresco, of which it possesses the breadth 
and rapid movement, as well as the “ facile conventions.” This art 
makes its appeal by a more intimate and at the same time more 



Woman with antelope. 

— Musee Guimet. Photo, Pivot 

poetic note than Mogul art. It is connected, in fact, with the eternal 
themes of Indian national poetry, the epics, the Krishnaite poems 
(for which see Fig. 229-232), the Sivaite ones (see Fig. 233-235), 
and the Indian erotic poets. By reason of this, it remains in close 
touch with the Hindu religious life of modern days, with that 
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profoundly human mysticism and passionate quietism of which Rama- 
nanda and Kabir made themselves the apostles. It is an art full of 
fervent piety, inspired by a religious exaltation — or, to use the 
Indian term, a bhakti — instinct with tenderness, whose material 



Figure 242 
Night scene. 

— Demotte collection. Photo , Laniepce 


expression has, however, never been divorced from an eroticism at 
once sophisticated and innocent. The Krishna celebrated by its schools 
appears to us as the friend who speaks to the heart, the divine 
consoler whose human existence, as we may remember, was spent 
amid the sports and occupations of village life, in a joyous, tender 
pastoral setting. This bucolic theme was always a main source of 


Figure 243 
Rajput nobleman. 

— Andr& Godard collection. Photo , Laniepc 
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inspiration to the Rajput painters. From this Imitation of the divine 
cowherd — as mystical and tender as our own mediaeval Imitation 
of Christ, but with an added element of eroticism — the Rajput 
school drew its na'ive freshness, sincerity, and emotion. Thus whole 
series of paintings were devoted to the subject of the Lover and the 
Beloved, a theme which, to religious souls, at once suggested the 
mystic communings between Krishna and the faithful believer, but 
which is none the less treated in these works in a strange, romantic 
spirit, with a freedom of detail and a sensuality which are curiously 
remote from our Western religious sentiment. We may also note, 
in the same vein, how works of Sivaite inspiration were sometimes 
humanized by the great tenderness of the pervading Krishnaite spirit, 
as in the painting of the dance of Siva (samdhya gdyatri) repro¬ 
duced by Percy Brown (see Fig. 233, 234). 1 

In a similar spirit of tender humanity, Rajput painting delighted 
in scenes of popular life, intimate pictures of feminine occupations 
and motherhood, the various crafts of the artisans, bazaar scenes, 
the noontide rest of travellers, and the strange life of the highways of 
India. It approached the treatment of animals in the same spirit. In¬ 
stead of the powerful realism of the Moguls, we have here, as Percy 
Brown remarks, a school of animal-painting full of tenderness and 
sweetness, in which, as in former days at Sanchl and Mavalipuram, 
animals are treated with a brotherly sympathy and seem to bear the 
impress of humanity: this is true of the animal-paintings reproduced 
by Messrs. Coomaraswamy, Mehta, or Percy Brown, in which we 
find lovingly depicted the kindly monkeys of the Rdmayana, the 
charming cows of Krishna (Fig. 229, 230, 231), the gazelles and 
antelopes, with their human eyes, which follow legendary princesses 
about their fairy-like parks (Fig. 241, 242), or the peacocks, 

1 Cf. A. Coomaraswamy: Catalogue of the Indian Collections in the Museum of Fine 
Arts, Boston, Pt. V: Rajput Painting (1926), PL LL CLXIX, CLXX, CCLIV, CCLXVI, 
CCLXVII; Coomaraswamy: Portfolio , PL LXXIY, LXXV, etc.; Gangoly: Masterpieces 
of Rajput Painting , PI. XXXII, XLIV. 
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proudly conscious of their beauty, which drink out of the fair ladies’ 
hands: see, for example, in Mr. Mehta’s remarkable album the paint¬ 
ing of the Kangra school in which a beautiful lady leans down from 
her terrace, amid a landscape of mountains and waters, to stroke the 
muzzle of a sacred bull. 1 

The Paharl schools, and that of Kangra in particular, have left us 
works permeated with this spirit which date from the end of the 
eighteenth century and the beginning of the nineteenth—among 
others, some fine illustrations of the Krishnaite legend (Krishna Ilia 
— the sport of Krishna), which, while profiting by the technical im¬ 
provements due to Mogul art, remain marvels of Indian poetry. 
Among others we may single out from the series of masterpieces in 
the Coomaraswamy collection an episode from the Gita Govinda 
which is a perfect idyll, and a representation of the Kdllya Damana 
(conqueror of the snake), with curious female serpent deities in 
which the classic theme of the siren assumes a strange charm, thanks 
to the contrast between the Indian costume in which the body of 
these water-creatures is attired and their fishes’ tails. 2 Similarly, in 
the Boston Museum, there is a deliciously mischievous child Krishna 
who is already an object of admiration and desire to the milkmaids, 
and a youthful Krishna in the character of a cowherd leading his 
beasts to pasture, the latter of which has such a power of suggesting 
atmosphere that we might almost imagine we hear the “ herd stream¬ 
ing forth” through the gates of the village (Fig. 230). Here that 
powerfully naturalistic treatment of animals, whose history we have 
followed since the days of SanchT, has the added charm of an idyllic 
sentiment, light, caressing, and tender, in which we feel, as it were, 
a refreshing waft of Krishnaite poetry. We also reproduce a few 


1 Cf. N. G. Mehta: Studies in Indian Painting, PI. 54, p. 118; A. Coomaraswamy: 
Catalogue of the Indian Collections in the Museum of Fine Arts, Boston, Pt. V, Rajput 
Painting, PL XXVIII, LXX-LXXII, LXXV, LXXVIII, LXXIX LXXXI ; Coomara¬ 
swamy: Portfolio of Indian Art, Boston, PL LXXVI, LXXVII, LXXVIII, etc. 

2 Coomaraswamy collection. See Gangoly: Masterpieces of Rajput Painting, 
XLVI. 
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scenes of feminine life—women at the spinning-wheel, the hath, 
etc. — either Mogul or Rajput, from the Musee Guimet or the Godard 
collection, which will give an adequate idea of these pleasing scenes 
of intimate life (Fig. 237, 238, 245, etc.). 

A place by itself in Pahari art is assigned by Mr. Mehta to the 
school of Tehri Garhwal, a little Himalayan state which produced 
two great artists, Chaitu and Manaku. 1 Mr. Mehta reproduces in his 
fine work several paintings of this school inspired by the Puranas 
or the Ramayana, in particular the rape of the Yadava women, a 
work of great purity of line and full of simplicity, nobility, and 
dramatic interest; 2 a scene of the Ddna-llld (gift of the milkmaids 
to Krishna); and a delicious game of blind-man’s-buff played by the 
Krishnaite cowherds in the woods by moonlight in the midst of 
their herds (Fig. 231) , 3 

In these paintings we may observe the breadth and realism of the 
landscape, which are evidence of the extent to which the Pahari school 
was inspired by Mogul models. We even find romantic moonlight 
effects for instance, in those scenes of antelope hunts in which 
the darkness is illuminated both by the moon and by the torches of 
the hunters (see Fig. 231 and 242). One of these scenes, reproduced 
by Mr. Mehta, represents Krishna and Radha in amorous converse 
on the bank of a river at the edge of a wood in a solitary night land¬ 
scape, illuminated by nothing but the reflected light of their bodies 
and garments: the great silence of the country-side, the delicate pas¬ 
sion in the gestures of the two lovers, the effect of the deep-blue night 
contrasting with the luminous shimmer of the divine couple, remind 
us a little of the skill of a Burne-Jones or a Rossetti. 1 In fact, this art 
is to Ajanta what English pre-Raphaelitism is to Botticelli. But in 
this neo-Ajantism ” there is something that was lacking in the 

1 See N. C. Mehta: “Two Pahari Painters of Tehri Garhwal, Manaku and Chaitu,” 
Rupam, No. 26 (October 1926). 

2 N. C. Mehta: Studies in Indian Painting, PI. 18 n 51 

3 Ibid., PI. 21 (in colour), p. 54. 

4 Ibid., PI. 24 (in colour), p. 56. 



Figure 244 
Hunting-scene, 

Andre Godard collection . Photo , Laniepce 
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Rossetti coterie — that is, popular inspiration, freshness, and spon¬ 
taneity. Even in the modern works, permeated by Mogul and Euro¬ 
pean influences — such as the flirtation scene between Krishna and 
Radha, which we reproduce here, thanks to the courtesy of Mr. Mehta 
— the Krishnaite charm remains unimpaired: its association with 
Western technique has even given rise to a classicism of remarkable 
purity (Fig. 232). 

In the Jeypur school we meet with Krishnaite scenes which are 
frequently less influenced by Mogul art than are the Paharl works, 
and are therefore treated in a fashion that is at once broader and 
more naive. We may once more draw attention to the works repro¬ 
duced by Mr. Mehta in his fine work Studies in Indian Painting , and 
in particular to a charming Rasa-maiidala (dance of pleasure), an 
Indian “ beatific vision,” in the spirit of St. Francis of Assisi, 1 2 and 
a Govardhana-dharana (Krishna holding up Mount Govardhana) 
a scene treated in the style of the Song of Songs, in which, in spite 
of all the distance that separates the two types of mind, the group¬ 
ing of the figures — whether love-lorn shepherdesses, enamoured 
dancing-girls, or little cows transported with divine love — suggests 
the paradises of Fra Angelico. 

As Mr. Coomaraswamy remarks, in such works as these Rajput 
art has created a new type of feminine beauty, or, rather, has suc¬ 
ceeded, after centuries of oblivion, in rediscovering the canons of 
Ajanta. With these go pi, at once modest and passionate, eager and 
timid by turns — with these creatures compact of tenderness and 
grace, we have gone far from the brutal sensuality of the Tamil 
baroque. Here the feminine ideal—whether Rajput or Mogul — 
finds sources of a greater freshness—the very well-springs of the 
great Sanskrit poetry, from Sita and Damayanti down to the heroines 
of Kalidasa (Fig. 232, 233, 237, 238, 245). 

1 N. C. Mehta: Studies in Indian Painting, PI. 11, p. 33. 

2 Ibid., PI. 10, p. 32. 



Figure 245 
Interior. 

— Andre Godard collection. Photo , Laniepce 
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Rajput painting is sometimes characterized as “ musical paint¬ 
ing”; and the Pahari paintings do, as a matter of fact, often serve as 
illustrations to those musical compositions which are known by the 
name of Rdgmalas. 1 In the eyes of native connoisseurs, their interest 
consisted precisely in this adaptation of painting to music, the work 
of the painter being obliged to harmonize with the theme of the 
music, evoking and suggesting it and transposing it into visual values. 
Thus in the Kangra school we meet with corresponding sets of melo¬ 
dies and paintings, in which “ the melody is composed upon a pic¬ 
torial theme, and the painting is composed in accordance with the 
psychological suggestion of the music.” There are very many Rajput 
paintings which have no value to a European except for their own 
sake, but to an Indian at once suggest the melodies of the Ragmala, 
the Rasaraja of the poet Matiram, the works of Keshvada and of 
Bihari. Here we have an association of painting, poetry, and music 
to which Europe can as yet furnish no equivalent. 

As we have said, Rajput art was too dependent upon the little na¬ 
tive courts of Rajputana, Bundelkhand, and the Punjab not to have 
responded in its turn to the demand for portraits. These Rajput por¬ 
traits busts of rajahs or equestrian portraits — are more or less 
influenced by Moslem models, those of Kangra being rather firmly 
delineated and richly coloured, in the Mogul manner, while those of 
Jeypur are remarkable for their colour, which is “ simple to the 
point of timidity.” All the figures, without exception, are represented 
in profile. In spite of their absence of solidity, slight naivete of 
technique, and lack of flexibility of line, which is in contrast with the 
calligraphic drawing of the Mogul style, these Rajput portraits often 
leave us with a remarkable impression of grandeur and spirit, due in 

1 “_A Ragmala is a Garland of Ragas, poems describing the thirty-six musical modes. 
The Raga or Rdginl consists of a selection of from five to seven notes, or rather intervals, 
distributed over the scale from G to G, the entire gamut of twenty-two notes being 
never employed in a single composition.” (Coomaraswamy: “Rajput Painting, the 
Musical Modes,” in Bulletin of the Museum of Fine Arts , Boston , August 1918.) 




404 


THE CIVILIZATIONS OF THE EAST 


part to the models themselves — those Rajput nobles who formed the 
most chivalrous aristocracy of the Orient; and partly, too, to the 
sincerity of their technique, that absence of calligraphic quality, or 
chastity of line ” — to adopt Percy Brown’s felicitous expression 
which lends them a charm the more. Among these portraits we may 
draw attention to the bust of the Rajah Pratap Singh (1778-1803), 
reproduced in Mr. Mehta’s work, and the splendid equestrian figure 
acquired at Jeypur by Monsieur and Madame Andre Godard, which 
we are enabled to reproduce here by their courtesy (Fig. 243). 

And in conclusion we reproduce two more Rajput and Mogul paint- 
ings from the Andre Godard collection: a marvellous Rajput gazelle- 
hunt (Fig. 244); a Mogul “night-piece” of two lovers on a high 
terrace surrounded by the tree-tops of a silent park (Fig. 245); and, 
last of all, a festival in the palace of a Rajput prince, a painting from 
the Musee Guimet, the softness of whose ancient tones — its old golds, 
subdued pinks, and faded mauves — our photograph is powerless to 
reproduce (Fig. 246). 1 


For contemporary schools of Indian painting, see the collections of Rupam and 
Hoopa Lekha and the series Modern Indian Artists (published by Rupam, Old Post 
Office Street, Calcutta): Vol I, K. N. Mazumdar, by 0. C. Gangoly; Vol. I I, Asit Kumar 
Haidar, by J. H. Cousins and Gangoly, etc.; Abanindranath Tagore and the Renaissance of 
Indian Painting (Roopa Lekha, 1929), I, 41. J 
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